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EDVARD GRIEG. 
By Fr. NIECKs. 


SCHUMANN says somewhere that through Chopin Poland 
obtained a seat and a vote in the council of musical 
nations; We may say the same of Grieg and Norway. 
Grieg is neither the first composer his country has pro- 
duced nor the only distingu’shed living one, as the mention 
of the names of Halfdan Kjerulf and Johan Severin 
Svendsen sufficiently proves; but none of his compatriot 
fellow-musicians has like him succeeded in spreading his 
works and fame abroad and gaining popularity among 
other nations. Grieg, who lately arrived in London, was 
preceded by another visitor who is also a representative 
national composer—namely, the Russian Peter Iljitsch 
Tschaikowsky. 1 know too little of the latter’s larger 
works—his symphonies, operas, &c., remaining still un- 
performed in this country—to institute a comparison 
between the two masters without running the risk of being 
unjust to one or the other. There is, however, one in- 
disputable fact which we shall do well to remember in 
criticising them, as we are sure to feel it consciously or 
unconsciously in listening to them. Urieg belongs to a 
kindred nation, Tschaikowsky does not. The altogether- 
strange Slavonic characteristics may give to Russian 
music a pre-eminent degree of piquancy ; but they will 
engage rather our intellectual interest than our ready 
sympathy. It must be otherwise with a nation which not 
only like the English is of the Teutonic stock, but whose 
original relations to them has been drawn closer by settle- 
ments in this country of the Norsemen coming either 
directly from their fatherland or from their second home 
in France. This kinship between the Norwegians and 
English, however, does not amount to identity, although 
some parts of Britain make an approach to it. The fol- 
lowing observations of M. B. Landstad, the collector and 
editor of Norwegian folk-songs (Norske Folkeviser), 
advance one’s acquaintance with his nation so much that 
I shall quote them without asking leave of or apologising 
to the reader. “The poetry and music of the Telemark 
peasant is in the closest harmony with the mountainous 
nature that su:rounds him ; they echo its melancholy, and 
reflect its sublimity, mysteries, and terrors. Our people 
now as formerly lack the more tender feelings, tender and 
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effeminate love is not their affair. Only now and then 
one hears a deep sigh from the birch-clad hill-side where 
a maiden weeps in a melancholy s¢ev [an improvised 
stanza with an erotic or satirical contents] her hopeless 
love, or expresses the tender longing of her heart. The 
imagination, on the other hand, is lively and strong, and 
is fond of abandoning itself to its wild flights. In his 
songs he [ze¢., the Telemark peasant] prefers pictures of 
his imagination to every-day men; courage and manly 
deeds, bravery, and goblins, to love and friendship. - The 
more vigorously the pictures are drawn the better; 
through their grandiosity they become even sometimes 
unbeautiful and border on the comical. And this charac- 
terisation fits also on the whole the old northern folk- 
epic.” In countries si uated and conditioned like 
Norway, mountainous and unfertile, with a scanty and 
scattered population, the old customs and manners are 
wont to be loved and preserved tenaciously. The Nor- 
wegians so far from relaxing in this levelling century 
their hold on their nationali'y have been redoubling it 
ever since their separation from Denmark in 1814. In 
all the arts a striving after national distinctiveness has 
made itself more and more fe't. Nor was the outcome of 
this striving unprofitable to other nations, as the names ot 
Ibsen and Bjérnson in literature, Gude and Tidemand in 
painting, and Grieg and Svendsen in music, sufficiently 
evidence. The influence of the national tendency shows 
itself also in a remarkable manner in the development of 
the composer who is the subject of the present discussion. 
The reader knows that Grieg, after being first taught by 
his mother, was sent on the advice of Ole Bull to Leipzig, 
where he studied for several years. He next proceeded 
to Copenhagen. Gade became now his master; but 
J. P. E. Hartmann, too, made some impression upon him. 
And now Grieg shall tell us himself what happened when, 
soon after he had returned to his own country, he made 
the acquaintance of Richard Nordraak, a composer of 
great promise who died young. “It was as if scales fell 
from my eyes ; only through him I learned to know the 
northern folk-melodies and my own nature. We abjured 
Gade’s Mendelssohn-intermixed, effeminate Scandinz- 
vianism, and struck out enthusiastically into the new 
path on which the northern school is now.” Struggling 
nationalities, parties, and schools have as a rule the 
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failing of obtrusive affectation of forms and formulas. 
Neither the Norwegian nor the Russian school can be 
instanced as an exception. This obtrusive affectation of 
inessentials, generally at the cost of essentials, is no doubt 
one of the necessities of offensive and defensive warfare, 
and moreover is intensified by such warfare according to 
the opposition met with. Without self-assertion success 
would of course be an impossibility, for, after all, sweet 
reasonableness does not go very far in this best of worlds. 
Schumann tells nationalist composers that the narrow 
interest of the clod on which they are born must be 
sacrificed to the cosmopolitan. I would rather tell them 
that instead of resting on the surface they should pene- 
trate to the inmost depth. At the bottom of every Norwe- 
gian, Russian, Frenchman, Englishman, German, Italian, 
Spaniard, &c.,there isa man pure and simple. In divesting 
men of the accidental we get the true cosmopolitan whom 
all, of whatever creed and country they may be, will 
recognise as a brother. Give us therefore humanity with 
a national tinge, and not nationality with a human tinge. 
Do not make sauce the principal and meat the accessory 
part of the dinner. But, as to all movements, time will 
bring also to the Norwegian national movement in music 
moderation and proper guidance—blind fanaticism will 
disappear, eccentricities will be more and more avoided, 
and with general recognition bravado will cease to be 
temptation. 
Grieg has produced up to this time above forty works, 
most of them instrumental, and most of them also in the 
smaller forms. His works in the larger forms are the 
Concerto for pianoforte and orchestra, Op. 16; the 
Quartet for two violins, viola, and violoncello, Op. 27 ; the 
Sonatas for pianoforte and violin, Op. 8 (F major), Op. 13 
(G minor), and Op. 45 (C minor) ; the Sonata for pianoforte 
and violoncello, Op. 36 ; and the Sonata for pianoforte solo, 
Op. 7. Inhow far the following orchestral, choral, and other 
vocal compositions have to be numbered with the works 
ia the larger forms, I cannot say, as I have not had the 
privilege of either hearing or seeing them: Vor der 
Klosterpforte for soprano and contralto solo, female 
chorus, and orchestra, Op. 20 ; Landkennung for baritone, 
male chorus, and orchestra, Op. 31 ; Der Bergentriickte 
for baritone, string-quartet, and two horns, Op. 32; 
music to Ibsen’s play Peter Gynt, Op. 23; Bergiliot, 
melodramatic declamation with orchestra, Op. 42 ; Aus 
Holberg’s Zeit, suite for string-orchestra, Op. 40 ; and 7wo 
Melodies for string-orchestra, Op. 34. Outside Scandinavia, 
Denmark, and Germany most of the Jast-mentioned works 
are not known, and even in Germany only some of them 
have been more or less frequently performed. Grieg’s 
Op. 2, 4, 5, and 18 are songs with pianoforte accompani- 
ment ; and Op. I, 3, 6, 9, II, 12, 14, 15, 17, 19, 24, 28, 29, 
35. 37, 38, &c., pieces for the pianoforte. Unless we take 
the indefatigable scribblers of platitudes or prolific 
geniuses like Mozart and Schubert as our standard, we 
cannot but regard this artistic outcome of a life which 
began in 1843 as quantitatively highly respectable. And 
when we examine it qualitatively our respect is not only 
raised many degrees but also reinforced by admiration 
and affection. From what I have said in the foregoing 
part of these remarks the reader will have seen that I 
think Grieg guilty of having too liberally sacrificed at 
the altar of nationality. If you will make a god of your 
nationality, Jet it be one of the azz minores, not the chief 
god, the A/fader. My fear in the case of Grieg always 
was that his love of Norwegian idioms would tend to 
narrow, materialise, and make shallow his conceptions, 
and prevent him from forming a style by imposing upon 
him a manner. But whatever my fear, baseless or well- 
founded, may have been, I never had the slightest doubt 





as to the poetico-musical gifts of the Norwegian master. 
There are thousands and thousands of musicians whose 
compositions are tales often and better told before, and 
there are still more numerous musicians to whose com- 
positions we listen as to speeches in an unknown tongue. 
The former have nothing new to say; the latter have 
nothing at all to say, or try to say something without a 
knowledge of the language they use. Indeed, countless 
are the musical works which we hear, and in which we 
cannot discover any meaning, which suggest to us 
nothing, which fire no train of ideas in us, which, in short, 
voces sunt praetereaque nihil, are only notes, perhaps 
put together according to the rules of harmony and 
rhythm, but destitute of the logic of head and heart. To 
have musical ideas does not mean merely to be able to 
combine sounds in a more or less pleasing way. A 
musical idea to be worth anything must have an intel- 
lectual or emotional basis. There never was and there 
never will be a musical composition capable of making an 
impression upon the hearer which is not based on a pro- 
gramme consciously or unconsciously present in the mind 
of the composer—a romance, an incident, a landscape, a 
mood, acaprice. Laugh if you like at my speaking of an 
“unconscious programme.” I do not mind it as long as 
you understand my meaning. But mark, what I say 
about a programme has nothing to do with a plea for 
programme-music or an attack on absolute music. My 
doctrine is that all good music, absolute music as well as 
programme-music, must have a programme of some kind 
or other. Now, Grieg is a man who has ideas and at the 
same time knows how to express them. His composi- 
tions are programme-music in my sense, and it is in 
consequence of this that they set our imagination and 
emotions in activity. But I must add that his ideas have 
freshness and originality, for otherwise they could not 
affect us as they do. His sonatas and pieces make us 
hear, see, and feel, sea and land, woods and heaths, flats 
and mountain-tops, fresh breezes, thick fogs, rocking 
waves, flapping sails, merry dances, melancholy musings, 
wild rollickings, stories of heroes and goblins, &c., &c. 
That the composer himself has a belief in the power of 
music to express ideas may be deduced from the titles of 
three of his works—/oetic Tone-Pictures, Op. 3, Little 
Lyrical Pieces, Op. 12, and Aus dem Volksleben (From 
the life of the people), Op. 19. Indeed, in the second and 
third of these works the superscriptions—Z/fentanz 
(Dance of the Fairies), Wachterlied aus “ Macbeth” 
(Watchman’s song from “‘ Macbeth ”), On the Mountains, 
Norwegian Bridal Procession passing by, &c.—contirm 
the assumption. And who could for a moment imagine 
that the Humoresken, Op. 6, full of bracing nature and 
sturdy humanity, are less programme-music than the 
works previously mentioned. Nor do I feel in the least 
inclined to banish the Bad/ade, Op. 24, the Album Leaves, 
Op. 28, and other pieces into the realm of sounding 
inanities. As to the sonatas for piano and violin, nothing 
would be easier than to give in words a detailed account 
(individually coloured, to be sure) of the contents, more 
especially of that of Op. 8. Again the Concerto, Op. 16, 
it is life itself in its press and stress. But enough! The 
time has not yet come when an exact measure of Grieg 
can be taken. But thus much can be said already with 
certainty: He is a true poet, and has added another 
string to our lyre. And now let me express the chief 
purpose of my writing on the present occasion— 
A HEARTY WELCOME TO THESE SHORES TO 
EDVARD GRIEG. 


Though only speaking in my own name, I am sure I am 
speaking in the spirit of all music-loving people. 
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THE MODERN PRIMA DONNA. 
By JOSEPH VEREY. 


WITHOUT in any way disparaging the brilliant talents of 
our most distinguished operatic vocalists, it cannot be 
denied at the same time that they are responsible in a 
great measure for the falling off in the artistic quality of 
modern operas. They have brought influences to bear 
which have nothing to do with musical art, affecting only 
the individual singer ; and those who desire to see opera 
raised from the somewhat degraded position into which 
it has sunk during recent years, must feel that it can only 
be accomplished by placing some check on the extrava- 
gances of the modern prima donna. 

Possibly the public must also be blamed for en- 
couraging the advertising tricks, the puffing and para- 
graphing, the sensational devices and eccentricities, by 
which vocalists sometimes of only moderate capacity 
strive to bring themselves into notice. For the fact is 
notorious that thousands of opera-goers do not ask who is 
the composer, or what is the subject of the opera, but 
simply inquire after the prima donna. The modest con- 
tralto, the snubbed tenor, the despised basso, may be, 
and often are, the most artistic members of the company ; 
but they have ceased to exercise their former influence. 
For many the two or three songs of the prima donna 
constitute the sole interest of the affair, and it has been 
quite a common thing to see operatic Aaditués drop in at 
the theatre just in time to hear the “Shadow Song” in 
Dinorah, the final rondo in the Sonnambula, the “ Mad 
Scene” in Lucia di Lammermoor, or the “Air with 
Variations” introduced in the Barédzere, or in fact any 
special show-piece which would be quite as attractive in 
an ordinary concert-room. It is the prima donna-—her 
shakes, her scales, her staccato passages, her daring in- 
tervals, her rocket flights to extreme high notes, her long- 
extended cadences and notes held until the auditor 
becomes breathless in wonder—that charms the ignorant 
opera-goer into admiration and applause ; and no sooner 
is the dispiay over than off he goes to his club, dance, or 
burlesque, and does not give a thought to anything else. 
He seems quite to forget that an opera has some sort of a 
plot, incidents, and characters, and should have dramatic 
and musical aims beyond the mere florid execution of a 
particular vocalist, however excellent. 

Delightful as a perfect vocalisation must ever be, the 
preponderance of a solitary singer has been ruinous to a 
beautiful art. So Wagner found it, and his works have 
done more perhaps than those of any other composer to 
keep the prima donna within bounds. No doubt we 
should lose something if his operatic system obtained 
universal acceptance, for then there would be little chance 
for those who are vocalists and nothing else. But there 
have been times when the finest singing was combined 
with true dramatic feeling and grand acting in Der 
Freischitz, Fidelis, Don Giovanni, &c., for examples, and 
when this happens there can be nothing to say against 
the prima donna; she is entitled to all the enthusiasm 
her performance may awaken. 

Reducing operatic representations to the efforts of a 
single vocalist is quite a modern innovation. Time was 
when the opera-going public claimed at least a quartet of 
fine singers. They would forgive a screeching, untimely 
chorus, a scratchy orchestra, an incompetent conductor, 
and miserable scenery and costumes; but they would 
have their first-rate soprano, contralto, tenor, and basso. 
Then, no matter how feeble the opera, they were satis- 
fied. Grisi, Mario, Tamburini,and Lablache, it might be, 
were the representative quartet ; or if basso and baritone 
were not both required, there was an excellent contralto, 





and all went like a marriage-bell. But then the prima 
donna was modest. She did not get or expect five or six 
hundred pounds nightly, but was contented say with fifty. 
Nor was she the solitary star shining in the operatic 
firmament. She was one of halfa dozenor so. Nowshe 
stands alone. Her singing, her acting, her figure, her 
face, her dress, her diamonds. her personal history, her 
reception at foreign courts, her adventures and travels, 
and the sums she is paid for her services—amounts often 
as fabulous as the anecdotes retailed about her—are dis- 
cussed while other portions of the opera are being per- 
formed ; and only when the petted vocalist comes to the 
front is complete attention given’ to the stage. 

When the curtain falls upon her chief scene, the gos- 
sipping is renewed as to the prima donna’s special tastes, 
including the dishes she most relishes, and her favourite 
wines ; or most extravagant anecdotes are ever ready 
respecting some lunatic who has travelled all over the 
world in the wake of the vocalist, so as not to miss a 
single performance ; or there is a stirring adventure to 
relate of her being nearly lost in an avalanche while 
crossing -the Alps, or nearly drowned in a shipwreck, or 
suffocated by the fumes of a volcano; or there has been 
a railway collision, from which she escaped with the copy 
of her part in a new opera; or there is a wild burst of 
enthusiasm from some student-party insisting on serena- 
ding her, or wheeling her carriage to or from the railway- 
station, with a torchlight procession following singing 
her operatic airs very much out of tune and time; or 
some demented youth goes wild over a glove or slipper 
left in her hotel apartments. Then, when the prima 
donna is coming, the society papers have the usual nar- 
ratives of her early career—how she warbled lovely 
melodies in her nurse’s arms, or was rescued from the 
gutter by some enthusiast enchanted with her angelic 
voice, and determined that it should not be lost to the 
world. These and scores of other items of gossip excite 
the curiosity of the lovers of small-talk and scandal, who 
also invent stories not always reflecting credit on the 
musical heroine. But anything serves to advertise her, 
to bring crowds to the theatre, and to increase her already 
extravagant terms. 

Thus a kind of vulgar excitement and sensation is got 
up respecting the chief singer in the opera, and everybody 
else who takes part in it must be sacrificed for her. Another 
result of all this is that no novelty is presented, nor even 
the best operas in the repertoire already existing. How 
many fine operas are never heard at all, and have not 
been performed for many a year, simply because they do 
not suit the whims, the voice, or the special gifts of the 
prima donna? What does she care about the composer? 
He may be a man of the highest genius ; but has he in- 
cluded in his score a show-piece for her? If not, woe to 
his opera ; it will never be performed. But in its place 
the work of a mediocre musician, who can write a part 
that will exactly fit the compass and calibre of her voice, 
will be the favoured one. Or if the opera happens to suit 
her in parts, she will introduce a scena from some other 
work ; or a song-writer of the day, flippant and fluent, 
will write something for her, so that she may lose no 
chance of display ; or she will introduce French, German, 
Spanish, or English melodies, in particular scenes, without 
a thought or care as to their appropriateness. 

The prima donna is equally inconsistent in the matter 
of costume. She will wear a dress a century earlier or 
later in style than her associates in the same opzra ; or, if 
the fashion of the day happens to suit her, she will adopt 
it, even if her operatic companions are seen in medieval 
garments. She will keep to a particular manner of 
wearing the hair, no matter whether she may be repre- 








100 


THE MONTHLY MUSICAL KECORD. 


[ May 1, 1888, 





senting an Indian savage or a modern queen. There is 
positively no limit to her caprices, and her “ indisposi- 
tion” is the terror of every operatic manager. Does the 
impresario wish her to appear in a new part, she avoids 
the fatigue of study by being “indisposed.” Should there 
be a vocalist of merit put into a secondary character, she 
is “indisposed,” and the opera is changed. Or if any 
trifling vexation occurs, no matter how it may incon- 
venience the manager or disappoint the public, the ready 
“indisposition ” of the prima donna serves her purpose, 
and enables her to indulge in any caprice. Then all the 
stage arrangements must be planned to please her. There 
must be nothing to mar the effect of her entrance, nothing 
to diminish the éc/a¢t of her exit. Woe to the unlucky 
composer or librettist who have written an opera which 
interferes in any way with these solemn events! Their 
work will either be cut, altered, or fitted to her require- 
ments ; or at the last moment she will insist upon another 
opera being given. 

And no matter how humble may be the character she 
has to play, the prima donna will not permit any other 
personage to make a prominent figure upon the stage. 
On special nights, no matter how it may interfere with 
the business of the opera—say on her first appearance or 
benefit—the stage must be transformed into a flower- 
garden at the moment when she fancies it will secure the 
greatest amount of attention. Her fellow-artists know 
what is expected of them, and they form in groups around 
her and do what they can to help the display and increase 
the enthusiasm ; for they are well aware that it would be 
fatal to them not to support the prima donna by every 
means in their power. Polite conductors hand up the 
floral tributes, and assiduous orchestral players who find 
wreaths of roses dropping on their instruments, rescue 
them from the scorching flames of the footlights.: When 
the scene has been continued as long as the public 
applaud, or until the chief personage in the comedy is 
fatigued with returning to the footlights, the opera goes on 
again, and the prima donna, after utterly destroying the 
illusion, is once more the sentimental Amina, the capri- 
cious Dinorah, the lovelorn Lucia, or the tragic Norma; 
and forthwith is telegraphed to the Continent or the 
Antipodes, to Moscow or New York, to Paris or Amster- 
dam, the details of the reception, and the number of times 
the popular vocalist was called to the front. 

And if these characteristic proceedings are everywhere 
kept up on the stage, equal care is taken away from it 
that the prima donna shall not be forgotten. She whirls 
from one capital to another, always with something as- 
tonishing to excite opera-goers. At Moscow her latest 
doings in Paris are chronicled in the papers. At Paris 
her reception by the Czar is a welcome bit of news. At 
Berlin the journals describe the jewels presented by the 
King of Italy. At Rome the terms of her American tour 
are discussed ; or in London we are entertained by her 
interview with His Holiness the Pope. If the papers do 
not take up the prima donna with sufficient warmth, there 
probably appears a neat little volume giving in detail the 
principal events in her life, and particulars of her jewels. 
Her diamonds especially are never lost sight of in these 
puffs and paragraphs. Perhaps we are told how they are 
guarded when taken to the theatre, or the various 
‘monarchs and grandees who have presented them. The 
lustre of diamonds is always gleaming somewhere in the 
vicinity of the prima donna. 

It is the soprano who is the greatest sinner. In past 
operatic days the soprano did not always have the chief 
part. Many of Rossini’s operas were written with the 
contralto as the principal vocalist ; and with regard to 
other singers, when Maric, Tamburini, Grisi, Malibran, 





Viardot, Garcia, Titiens, Pasta, and many other great 
singers were at their best, they were contented with the 
voluntary admiration and applause they elicited, and did 
not resort to a thousand petty artifices to attract the 
attention of the public. The gifts of Nature and culti- 
vated art sufficed them; and some of the greatest of 
operatic artists would have thought it degrading to stoop: 
to such devices as have of late years been commonly 
adopted. They did not earn a tenth of the sums now 
demanded ; nor did they, when upon the stage, seek to 
force their own characters to the detriment of others and 
the ruin of the opera. ; 

For that is, indeed, what too many an operatic prima 
donna may be charged with. It is useless for composers 
to work out a grand operatic idea, to write fine concerted 
passages, and to suit their music to a poetical and ideal 
conception, if the caprices of the prima donna are to be 
considered before all else. There can be no proper 
ensemble; and, remembering the exorbitant terms the 
prima donna demands, how can the manager spare money 
to engage a competent conductor and a good orchestra 
and chorus, to say nothing of other principals of adequate 
ability to sustain the remaining characters, and give com- 
pleteness to the representation? Everything must be, and 
often is, immolated at the shrine of this vocal idol; and 
the feeblest and stalest operas are put upon the stage year 
after year, and a novelty is rarely offered, simply because 
that plan does not suit the. requirements of the prima 
donna. There are signs of revolt against the system, and 
I trust ere long to see a better state of things. 








BEETHOVENIANA. 

ONE would be apt to imagine that, considering the 
enormous quantity of books that have been written in 
reference to Ludwig van Beethoven as a composer and 
a man, including A. W. Thayer’s comprehensive and 
apparently exhaustive biographical work, every scrap of 
intelligence bearing on the subject has by this time been 
brought to light. That this is not the case is indeed as 
surprising as the collection of no less than forty-six hitherto 
unpublished compositions, some of them of real artistic 
worth, which MM. Breitkopfand Hartel, of Leipzig, have 
recently succeeded in discovering and forming into a 
supplementary volume to their complete edition of the 
Bonn master’s works. 

In the same way, although of far smaller general 
interest and importance, and containing moreover much 
that is already sufficiently familiar, Dr. Theodor Frim- 
mel’s “ Neue Beethoveniana ” (published by Carl Gerold’s 
Sohn, Vienna) deserves to be accepted as a welcome 
addition to the already existing Beethoven literature. 
This very carefully compiled work is divided into five 
chapters :—“Beethovenas a Pianist,” “Letters,” “‘TheYears 
1816 and 1817,” “Beethoven at Médling” (near Vienna), 
and “ Beethoven’s Personal Appearance, his Likenesses.” 
In the last-named and most extensive section of the book 
the author attempts with the most minute criticism to- 
ascertain from all existing sources, portraits, busts, and 
plaster casts, to fix the precise likeness of the man at his 
different ages. Amongst the casts he considers the one 
taken in 1812 as the most important. This, as well as the 
almost identical bust, were executed by the sculptor 
Klein, by order of Andreas Streicher, the celebrated 
pianoforte maker, and noble-hearted friend of Friedrich 
von Schiller, the bust being placed in the “ Salle Streicher” 
at Vienna. On the other hand, Dr. Frimmel is unable to 
select a single portrait as of superior excellence, or as 
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most like the original, for Beethoven unfortunately was 
never painted by a great master, and photography was 
not invented in his time. There are still some persons 
living (among whom the I. R. Court-Kapellmeister B. 
Randhartinger) who saw and knew Beethoven more or 
less intimately, who remember how people stood in 
wonder and even touched their hats at the approach of 
that strange figure in the streets of Vienna, completely 
absorbed by the working of his inner self, and unmindful 
of the things around him. According to Dr. Frimmel, 
Beethoven was of middle height, of almost massive build, 
his head was of unusual size, and seemed still larger by 
reason of the thick mass of black hair (this description 
refers to the composer’s forty-second year) which sur- 
rounded it in the greatest disorder. His forehead was 
very broad, prominent, and not smooth, but ‘‘ bumpy,” 
and his eyes—small, brown, short-sighted, and rather 
sunk under a pair of moderately arched eyebrows—were 
as active as the man himself. He had a broad nose, 
mouth, and head, a symmetrically shaped chin, marked 
by a curious, deep, transverse indenture reaching from the 
point of the chin to the under lip. He hada dark com- 
plexion, with a deep reddish tinge in the face, which was 
fleshy, strongly ;itted with the small-pox (like Joseph 
Haydn’s), and lined with a very short pair of whiskers. A 
powerful, almost clumsy, reddish pair of hands, provided 
with short thick fingers, seemed to correspond with the 
rest of a somewhat uncouth physique. His dress, alter- 
nately new and much neglected, was generally chosen 
according to the fashion of the day. Judging from a 
drawing by Lyser, he walked somewhat bent forward, 
with his hands crossed behind his back, and with his head 
turned upwards, and covered with a cylinder hat pressed 
deeply into the neck. 

But whether even Dr. Frimmel’s very precise and 
elaborate descriptions will succeed in bringing the master’s 
counterfeit with sufficient accuracy and lifelike vividness 
before the reader’s imagination must be open to doubt, 
if we remember the words penned by Githe on the 
occasion of a visit from Wilhelm Grimm :—‘ A person 
we may have seen frequently in various likenesses will 
not appear strange, and yet surprise us ; such is the 
power of reality, of which Art knows nothing ;” and, 
indeed, so seldom is the personal character of our “ heroes 
of the brain” on a par with their ideal creations, that, as a 
rule, a closer acquaintance with the man is apt to lead to a 
sense of disappointment, not excepting the case of the, on 
the whole, lofty-minded and large-hearted Beethoven. In 
reference to this matter, the famous musical critic and 
littérateur, Eduard Hanslick, at a lecture recently given at 
Vienna, demonstrated from documentary evidence the 
injustice inflicted on the composer’s brother Johann, 
apothecary at Linz, by the biographers of the former with 
regard to the notorious quarrels which had existed 
between the two brothers, and the lecturer also showed 
the encouragement and assistance given to the master by 
the Austrian aristocracy and the Viennese musicians in 
general to have been considerably underrated. Dr. 
Hanslick likewise dwelt in his critical remarks, full of 
point as well as delicacy, on the master’s relations to 
the Countess Julie Guicciardi, to Therese v. Bruns and 
Therese Malfatti, and proved the well-known three letters 
of Bettina v. Arnim, referring to the famous Gdthe- 
Beethoven scene at Karlsbad, to be apocryphal, just as 
Beethoven’s refusal to receive Rossini is (as Hanslick 
had from Rossini’s own lips) absolutely without founda- 
tion. 

The attention of our readers may here be directed to 
three letters by Beethoven, dating from March, 1820, and 
bearing exclusively on his troubles in connection with his 


' 
_scapegrace nephew, which were communicated to the 


Vienna Neue Freie Presse by Dr. Gerhard v. Breuning, 


, son of Beethoven’s most intimate and faithful friend, for 


first publication in that paper, and reprinted in the Berlin 
Allgemeine Mustkzettung of the 10th February last. 
j 








WALTER BACHE. 

THE death of Walter Bache, which caused a painful 
sensation in all the musical circles of this country, came 
upon his numerous friends with a terrible shock. Up to 
Friday, March 23, when, being out riding, he tooka 
chill, he was in the enjoyment of good health; 02 
the following Monday, March 26, he breathed his last. 
In this case it is no empty phrase to say that he leaves a 
void behind him. As an executant, teacher, and concert- 
giver, his loss to us is very great ; but even greater is his 
loss to us as an example of a true, unselfish artist. He 
was not one of the many who cultivate art on commercial 
principles. On the contrary, he was one of the most 
admirable among the few who look upon themselves as 
missionaries of a civilising and ennobling religion. Walter 
Bache was born at Birmingham on June 19, 1842. He 
studied music first in his native town under James Stimp- 
son ; next at Leipzig under Plaidy, Moscheles, Richter, 
and Hauptmann (1858-1861) ; and, lastly and chiefly, at 
Rome and Weimar under Liszt. A great part of his 
activity and enormous pecuniary sacrifices were subse- 
quently devoted by him to the propagation of his beloved 
master’s music in this country. His endeavours in this 
direction were not without result, although by no means 
successful to the extent of his wishes. With somewhat 
less zeal, and somewhat more of the wisdom of the 
serpent, he might perhaps have gone farther. Be this as 
it may, his Liszt concerts, irritating to not a few musicians, 
had undoubtedly a wholesomely stimulating effect on our 
musical life. We are glad to hear that a committee has 
been formed for the purpose of perpetuating the memory 
of the departed by a scholarship. May the undertaking 
have the most complete success ! The remembrance of the 
name and example of Walter Bache deserves to be kept 
green in the memory of musicians. F. N. 








OUR MUSIC PAGES. 


To the readers of our “Reviews” columns Georges 
Pfeiffer is not a stranger. His nimbly and merrily- 
tripping “ Gigue,” given in this month’s Music Pages, 
although described as dans le genre ancien, has never- 
theless—barring the principal motive (the germ out of 
which it develops), and a trait here and there—a tho- 
roughly modern constitution and physiognomy. But who 
would think of finding fault with it on that account? 
With regard to the composer (born in 1835), we may add 
that he is a Frenchman by birth and education, who 
shows his nationality unmistakably in his compositions, 
which consist not only of pianoforte drawing-room pieces, 
but also of symphonies, overtures, concertos, sonatas, 
operas, choral works, &c. M. Pfeiffer is, moreover, a 
partner in the firm of Pleyel- Wolff et Cie., the well-known 





Paris pianoforte-makers. 
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CHRONOLOGICAL TABLES AND THEIR 
MATERIAL. 
By E. PAUER. 


VIOLINISTS AND OTHER INSTRUMENTALISTS OF FRANCE, 
THE NETHERLANDS, SPAIN, ETC. 


(Continued from page 79.) 


1781—1854. NorsBiin, Louts PIERRE MARTIN (Violoncellist), 
b. at Warsaw, lived since his 17th year (1798) in Paris. 
Pupil of Baudiot. 1826 Professor of the Paris Conservatoire 
as successor of Levasseur. 

1782—1849. Mazas, JAcQues Férfot (Violinist), b. at 
Bezieres, d. at Cambrai (?). .Composer of brilliant and 
effective Concertos, Variations, Fantasias, Romanzas, String- 
Quartets, Trios, and Duets; these last are very popular and 
much used as material for practice. 

1782—1838. BERBIGUIER, BENOIT TRANQUILLE (Flautist), b. 
at Caderousse (Vaucluse), d. at Paris. 1805 pupil of Wun- 
derlich (Paris Conservatoire). Composer of Concertos, 
Variations, Duos, Trios, and Fantasias. 

1784—1853. GUILLON, JosEPH (Flautist), b. at Paris, d. at 
St. Petersburg. Pupil of Devienne and Wunderlich. Com- 
poser of various pieces for Flute. 

1786—1865. TuLoN, JEAN Louis (Flautist), b. at Paris, d. at 
Nantes. Pupil of Wunderlich. 1826—1856 Professor of 
the Paris Conservatoire. Composer of about 100 pieces 
(Concertos, Variations, &c.). 

1789—1855. Bocusa, RoBErRT Nico.as CHARLEs (Harpist), 
b. at Montmédy, d. at Sydney (Australia). 1813 appointed 
as Court Musician of Napoleon I., later of Louis XIII. 
Composer of several works for the Harp, also of eight French 
Operas. 

1792—1873. Drovet, Louis (Flautist), b. at Amsterdam, d. 
at Berne. Pupil of the Paris Conservatoire. From 
1815—1819 he resided in London. 1836 Chapelmaster at 
Coburg. Composer of ten Concertos, Fantasias, &c., for the 
Flute. 

1794—--1868. PRUMIER, ANTOINE (Harpist), b. at Paris, d. 
there. Pupil of the Paris Conservatoire. Successor of 
Naderman as Harpist of the Grand Opera. Composer of 
many effective pieces for the Harp. 

1795—1864. GALLAY, JACQUES FRANGoOIS (Hornist), b. at 
Perpignan, d. at Paris. Pupil of Dauprat. Composer of 
many pieces for the Horn, and author of a ‘* Méthode com- 
pléte de cor.” 

1796—1858. TEN Cato, ANDRf (Violoncellist), b. at Am- 
sterdam, d. at Harlem. Pupil of Bertelmann. Composer 
of String Quartets and Quintets, and Concertos. 

1797—1860. G£RARD, NARCISSE (Violinist), b. at Mantes, d. 
at Paris. Pupil of Baillot. 1847 at the Paris Conservatoire, 
and conductor of the Concerts du Conservatoire. 

1799—1878. TiLMANT, THEODORE ALEXANDRE (Violinist), 
b, at Valenciennes, d. at Paris. Pupil of Kreutzer. Eminent 
conductor. 

1800. MEERTS, LAMBERT JOSEPH (Violinist), b. at Brussels. 
Pupil of Habeneck, Lafont, and Baillot. Composer of 
several collections of highly-esteemed studies. 

1800—1825. Becquik, J. (?), M. (?) (Flautist), b. at Toulouse, 
d. at Paris. Composer of good pieces for the Flute. 

1801—1848. Guys, JosEPH (Violinist), b. at Ghent, d. at St. 
Petersburg. Pupil of Lafont. Composer of numerous 
works for Violin. 

1802—1870. B£RIOT, CHARLES AUGUSTE DE (Violinist), b. 
at Louvain, d. at Brussels. For short time only pupil of 
Baillot, but mostly self-taught. From 1843—1852 Professor 
of the Brussels Conservatoire. Composer of seven Con- 
certos, several Sonatas, Variations, and Studies, and author 
of a Violin School in three parts (1858). 

1803—1887. ARTOT, JEAN Destr& MONTAGNEY (Hornist), 
b. at Paris, d. at Brussels. Composer of several pieces for 
Horn. 

1804—1879. BARRET, APCLION MARIE Rose (Oboist), b. at 
(?), Midi de la Frarce, d. at ndon. Pupil of Vogt 
(Paris Conservatoire). Since 1829 active in London. Author 





of “A Complete Method for the Oboe,” &c., London, 
Jullien and Co. 

1804—1836. WaroT, CHARLES (Violinist’, b. at Dunkerque, 
d. at Antwerp. : 

1804—1868. LOMAGNE, JOSEPH (Violinist), b. at Perpignan, 
d. there. Composer of studies for Violin. 

1804—1874. GourFf®, ACHILLE HENRI Victor Contrabas- 
sist (Double Bass), b. at Pontoise, d. at Paris. Author of a 
** Méthode de Contrebasse.” 

1805-1839. JUPIN, CHARLES FRANCOIS (Violinist), b. at 
Chambéry, d. at Paris. Pupil of Baillot. For several years 
Chapelmaster at Strasburg. Composer of various works for 
Violin. 

1805—1870. LABARRE, THf£0D0RE (Harpist), b. at Paris, d. 
there. Pupil of Bochsa and Naderman. 1867 successor of 
Prumier as Professor of the Conservatoire. Composer of 
various works for Harp, and author of a ‘‘ Méthode com- 
plete.” 

1807—1866. SERVAIS, ADRIEN FRANCOIS (Violoncellist), b. 
at Hal (near Brussels), d. at Brussels. Pupil of Platel. 
Professor (1848) of the Brussels Conservatoire, and Solo 
Violoncellist of King Leopold. Composer of 3 Concertos 
and 16 Fantasias for Violoncello and Orchestra. With 
Léonard and Vieuxtemps several Duets for Violin and 
Violoncello. 

1808—1884. FRANCHOMME, AUGUSTE (Violoncellist), b. at 
Lille, d. at Paris, Pupil of Levasseur and Norblin (Paris 
Conservatoire). Since 1846 Professor of the Conser- 
vatoire. Composer of a Concerto, several Adagios, and 
Variations. 

1808—1879. HAUMANN, THEODORE (Violinist), b. at Ghent, 
d. at Paris. Composer of various brilliant pieces for 
Violin. 

1809—1868. BEsSEMS, ANTOINE (Violinist), b. at Antwerp, 
d. there. 1826 pupil of Baillot (Paris). Composer of several 
pieces for Violin. 

1810—1867. TRIEBERT, CHARLES Louis (Oboist), b. at 
Paris, d. there. Pupil of Vogt. 1860 appointed as Pro- 
fessor of the Conservatoire. 

1811—1877. CHEVILLARD, PIERRE ALEXANDRE FRAN(OIS 
(Violoncellist), b. at Antwerp, d. at Paris. Pupil of Norblin. 
Professor of the Paris Conservatoire. Author of a ‘‘ Méthode 
complete,” &c., Paris, Girard. 

1811—1887. MAsSART, LAMBERT JOSEPH (Violinist), b. at 
Liége, d. at Paris. Pupil of R. Kreutzer. 1843 Professor 
of the Conservatoire (Paris). Teacher of Henri Wieni- 
awski. 

1812—-1867. SINGELEE, JEAN BAPpTisTE (Violinist), b. at 
Brussels, d. at Ghent. Composer of several pieces for the 
Violin. 

1813. SAINTON, PROSPER PHILIPPE CATHERINE (Violinist), 
b. at Toulouse. Pupil of Habeneck. 1840—1844 Professor 
of the Toulouse Conservatoire ; 1844—1856 Solo Violinist of 
Queen Victoria ; leader of the Royal Italian Opera (London) ; 
Professor of the Royal Academy of Music (London). Com- 
poser of various pieces for Violin. 

1815—1845. ARTOT, ALEXANDRE JOSEPH MONTAGNEY 
(Violinist), b. at Brussels, d. at Ville d’Avray, near Paris. 
1824—1830 pupil of Rodolphe and Auguste Kreutzer. 
Composer of a Concerto (A minor), of Fantasias and Vari- 
ations. 

1815—1888. ALARD, DELPHIN (Violinist), b. at Bayonne, d. 
at Paris. Pupil of Habeneck. Successor of Baillot as Pro- 
fessor of the Paris Conservatoire. Teacher of Sarasate. 
Composer of Concertos, Fantasias, &c. 

1815—1845. DEMUNCK (DE MuNCKk), FRANGoIS (Violon- 
cellist), b. at Brussels, d. there. Pupil of Platel. Professor 
of the Conservatoire (Brussels). Of his works only one 
(“ Fantaisie sur des themes Russes”) has been published. 

1816. ALtTEs, JOSEPH HENRI (Flautist), b. at Rouen. Pupil 
of Tulou. Composer of several effective pieces for Flute. 
Successor of Dorus as Professcr of the Paris Conserva- 
toire. 

1816—1849. PruME, Francois Husert (Violinist), b. at 
Stavelot (Liége), d. there. Pupil of Habeneck (Paris). 
Professor of the Conservatoire (Liége). Composer of the 
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well-known ‘‘Mélancolie,” Op. 1; Etudes, Op. 2; and of 
two Morceaux de Conccrt. 

«816. BKATTA, ALEXANDRE (Violoncellist), b. at Maastricht 
(Holland). Pupil of Platel. Composer of various pieces for 
Violoncello. 

1817—1876. DELOFFRE, Louis MICHEL ADOLPHE (Violinist), 
b. at Paris, d. there. Pupil of Bellout, Lafont, and Baillot. 
Composer of Symphonies (2) and several works for Chamber 
music. 

1817. SELIGMANN, Hyppo.iTe Prosper (Violoncellist), b. 
at Paris. Pupil of Norblin. Composer of Divertissements, 
Fantasias, characteristic pieces for Violoncello. 

1818. DANcIA, JEAN CHARLES (Violinist), b. at Bagnéres de 
Bigorre (Pyrénées). Pupil of Guerin and Baillot. 1860 
Professor of the Conservatoire. Composer of various pieces 
for Violin, of which those for educational purposes are very 
popular and often used. 

1819—1868. MERCIER, JULES (Violinist), b. at Dijon, d. 
there. Pupil of his father and Lejeune. Founder of the 
Dijon Philharmonic Society. 

1819. Lronarp, Huperr (Violinist), b. at Bellaire (near 
Liége). Pupil of Habeneck (Paris). Composer of Con- 
certos, Fantasias, and several educational works. 

1820. ARMINGAUD, JULEs (Violinist), b. at Bayonne. Resides 
in Paris. Solo Violinist of the Grand Opéra. 

1820 (?)—1862. Dancta, ARNAUD (Violoncellist), b. 
Bagnéres de Bigorre, d. there. Pupil of Vaslin. 
of several Fantasias and Studies. 

1820. Batra, JOSEPH (Violinist), b. at Maastricht. 
1846 first violin at the Opéra Comique (Paris). 

1820—1881. ViEuxTremMps, HENRI (Violinist), b. at Verviers, 
d. at Mustapha (Algiers). Pupil of Lecloux and Bériot. 
Composer of five Concertos, Fantasias. 1871--1873 Pro- 
fessor of the Brussels Conservatoire. 

1822. GAUTIER, JEAN FRANCOIS EuGENE (Violinist), b. at 
Vaugirard (near Paris). Pupil of Habeneck. 

1825—1876. PAQUE, GUILLAUME (Violoncellist), b. at Brussels, 
d. at London. Pupil of Demunck. 


at 
Composer 


Since 


1825. Rapoux, JEAN ToussAInT (Hornist), b. at Liége. 
Professor of the Conservatoire (Liége). 
1825. ARBAN, JOSEPH JEAN Baptiste LAURENT (Cornet a 


Piston), b. at Lyons, 
Paris Conservatoire. 

1826—1886. JACQUARD, LEON JEAN (Violoncellist), b. at 
Paris, d. there. Pupil of Norbert. 1877 Professor of the 
Conservatoire (Paris). 

1827—1853. CHRISTIANI, ELISE (Violoncelliste), b. at Paris, 
d. at Tobolsk (Siberia). 

1828. L’H6rr, LEoN ALBERT (Violinist), b. at Paris. 
Violinist of the Théatre Italien (Paris). 

1830. Lato, Epovarn (Violinist), b. at Lille, since 1858 in 
Paris. Pupil of the Conservatoire (Lille). 

1830. ALtTés, ERNESTE EUGENE (Violinist), b. at Paris. 
Pupil of Habeneck. Details wanting. 

1833-1877. RApoux, JEAN JOSEPH (Violinist), b. at Liége, 
d. there. Pupil of the Conservatoire (Liége). Composer of 
various pieces. 

1834. MERTENS, JOSEPH (Violinist), b. at Antwerp. Com- 
poser of Dramatic works, &c. 

1836. MONASTERIO, JESUs (Violinist). b. at Potes (Santander, 
my 1849—1851 pupil of Bériot (Brussels). Professor 
of the Madrid Conservatoire. 

1838. COLONNE, JULES (Violinist), b. at Bordeaux. 
the Paris Conservatoire. 
National.” 

1839—1866. DEMERSSEMAN, JULES AUGUSTE EDOUARD 
(Flautist), b. at Hondshoote (Holland), d. at Paris. 1844 
(stc) pupil of the Paris Conservatoire. He was Solo Flute of 
the ‘* Concerts Musard.” 

1844. CRAMER, JOSEPH HuBert (Violinist), b. at Warlingen 
(Geldern, Holland). Pupil of Van Bree, Léonard, and 
David. 1862 in Groningen. At present Professor in Am- 
sterdam. 

1844. SARASATE, PABLO DE (Violinist), b. at Pamplona 
(Navarra, Spain). Pupil of Alard. 


1857 Professor of the Sax-horn of the 


Solo 


Pupil of 
1871 Conductor of the ‘‘ Concert 





1846. TAupou, ANTOINE BARTHELEMY (Violinist), b. at Per- 
pignan. Pupil of Massart, Savard, and Reber (Paris Con- 
servatoire). ‘Talented composer. 

1852. SAURET, EMILE (Violinist), b. at Dun le Roi (Dep. 
Chér). Pupil of Bériot, also of the Paris Conservatoire. 
1852—1874. De GRAAN, JAN (Violinist), b. at Amsterdam, 
d. at the Hague. Pupil of Fischer, Coenen, and Joachim. 
The following names were omitted in the last list. 
1742—1803. JANSON, ‘JEAN BAPTISTE AIME JOSEPH, called 
JANSON, sen. (Violoncellist), b. at Valenciennes, d. at Paris. 

Composer of Concertos, Sonatas, String Quartets, &c. 

1748—1820. TENIERS, GUILLAUME ALBERT (Violinist and 
Composer), b. at Louvain, d. at Amsterdam. Composer of 
Sonatas for Viola, and several Violin Concertos. 

1749—1818 (?). JANSON, Louis AuGUSTE JOSEPH (Violon- 
cellist), brother of the above, b. at Valenciennes, d. at Paris. 
Composer of Trios for Strings, and Sonatas for Piano and 
Violoncello. 

1753—1815 (?). LEVASSEUR, PIERRE FRAN¢o!s (Violoncellist), 
b. at Abbéville, d. at Paris. Pupil of the elder Duport. 
Composed a few pieces for his instrument. 

1765 (?) 63—1823. LevVAssEuR, JEAN HENRI, no relation of 
the former (Violoncellist), b. at Paris, d. there. Pupil of 
Cupis and Duport. For 28 years Professor at the Paris 
Conservatoire. Teacher of Lamare, Baudiot, and Norblin. 
Composer of Sonatas, Studies, &c. 

1779. GUERIN, EMANUEL, AINE(Violoncellist), b. at Versailles, 
d. (?). 1796 pupil of Levasseur. Composer of various pieces 
for Violoncelio. 

(To le continued.) 








Foreign Correspondence. 


MUSIC IN LEIPZIG. 
(FROM OUR SPECIAL CORRESPONDENT.) 
April, 1888. 

THE rehearsals for the Twentieth Gewandhaus concert 
were over. It was seven o’clock on the evening of the. 
Thursday on which the concert should have taken place, 
and, as usual, the streets were thronged with people and 
carriages on their way to the splendid concert-hall. But 
as your reporter approached he noticed people turning 
away, and when he reached the house was told that the 
concert could not take place, for the German Emperor 
was dead. It was a case quite unprecedented in the 
annals of the Gewandhaus for a concert to be put off. 
Slowly and silently the crowd took their way home, over- 
whelmed by the sad news they had just heard ; this news 
proved premature, however, and the postponement of the 
concert untimely. But what was falsely rumoured that 
evening became reality the next morning; the aged 
Emperor closed his eyes in eternal repose, and deep 
mourning overshadowed the whole country. After the 
deceased had been interred, art began to revive—at first 
in a serious vein. . The first concert everywhere was dedi- 
cated to the memory of the departed Emperor. Our 
Twentieth Gewandhaus concert opened with a Funeral 
March “ On the Death of the Emperor William,” by Carl 
Reinecke. We quote a critique in the 77ier’sche Zeitung, 
which gives a clear impression of this work :— 

“The deep lamentation of the German people for the 
deceased Emperor is excellently expressed in the elegiac 
principal movement; in the midst of this, the remem- 
brance of the great deeds of the Emperor gains the upper- 
hand. We are reminded—softly at first, then more clearly 
and impressively—.of the never-to-be-forgotten rejoicings 
that filled all Germany when the universal songs were 
‘See the conquering hero comes’ and the ‘ Wacht am 
Rhein.’ These are introduced in subtle intimations, and 
brought to a sudden end, pausing on a shrill chord, and 
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we are forced back to harsh reality. The lament returns, 
occasionally intercepted by the roll of the drum and the 
sharp, cutting motive of the brass instruments, reminding 
us of the pitiless hand of death stretched out into the midst 
of life. The march finishes with a long reconciling chord.” 

This march was followed by two chorale organ preludes, 
executed by Herr Homayer in a very effective style. 
Next came the fourth movement of Schumann’s E? major 
Symphony, and then the principal number of the concert. 
Cherubini’s glorious Reguéem. The execution throughout 
deserved credit, and the readiness of the choir that could 
study a work of such extent so completely within a few 
days was admirable. The organ part added to the 
original score had a very good effect. 

The Twenty-first Gewandhaus concert took place on 
the 4th of April, and opened with an overture, Orestes, by 
Wilhelm Stade. This estimable work, by the Hotkapell- 
meister and Hoforganist of Altenburg, found an honour- 
able, though not enthusiastic, reception. The composition 
is noble, and its working marks the well-trained, intelli- 
gent musician; nevertheless, we cannot call the form 
perfect, for some shortening and avoiding of too similarly- 
formed periods would have made the work more effective. 
This overture was followed by Reinecke’s Violoncello 
Concerto, excellently interpreted by Herr Kammervirtuos 
Alwin Schréder, a member of our orchestra. The con- 
certo lost slightly through slowness of ¢empo, especially in 
the first movement. The work is so well known that it 
seems superfluous to report about it. A performer new to 
the Gewandhaus public was Herr Settekorn, from Braun- 
schweig, who sang with great success Schumann’s Lieder- 
cycle “Dichterliebe,” accompanied on the piano by 
Reinecke. Settekorn displays brilliant qualities ; his in- 
tonation is pure, and his diction intelligent. Schubert’s 
C major Symphony was received with true enthusiasm in 
all its divine length. At the end of the first part of the 
concert Herr Schroder played an Adagio by A. F, 
Reincken (born 1623, died 1722), and J. S. Bach’s well- 
known Sarabande in D major. In these works he dis- 
played good tone and execution, though inclining rather 
to a too slow ¢empo. 

On Good Friday Bach’s Matthew Passion was per- 
formed, under the conductorship of Herr Kapellmeister 
Professor Dr. Reinecke, in St. Peter’s Church, as the re- 
building of St. Thomas’s Church (in which the perform- 
ances have been regularly held) has not yet been com- 
pleted. St. Peter’s is not a good church for hearing 
music, as the echo is so great. But as the concert was 
very crowded, the evil was scarcely noticeable, and the 
brilliant rendering of this great masterpiece gave undi- 
minished enjoyment. Herr Paul Jensen, Court operatic 
singer at Dresden, deserves special mention for giving a 
peculiar consecration to the part of Christ; also Herr 
Carl Dierich, known in former years as one of the best 
interpreters of the evangelist. The excellent renderings of 
Frau Baumann of Leipzig and Fraulein Schmidtlein of 
Berlin will be remembered also. Herr Kniipfer, of the 
Leipzig Opera, sang the smaller parts of Pilate, Peter, &c., 
and surprised his audience by his charming voice and 
dignified execution. The choir was imposing, and left 
nothing to be desired. They made a great impression, 
both by the flight in which they rendered the chorus 
“Sind Blitze, sind Donner,” and the delicacy and fervour 
with which they executed the chorale, “ Wenn ich ein mal 
soll scheiden.” The orchestra was so intimate with its 


task that it gave the best possible rendering. The playing 
of Herr Concertmeister Rontgen (violin solo) and Herr 
Hinke (oboe) deserves praise ; also of Herren Schréder 
and Schulz, who accompanied the recitatives of the 
Evangelist exceedingly well. 








MUS:C IN VIENNA. 

Abril, 1888. 
THE foremost feature at the Imperial Opera still consists. 
in the almost ideal performances of Verdi's Ote//o, which» 
by its irresistible dramatic force, commands the interest of 
numerous audiences, the greatest favour being accorded 
to the Love Duet in the first, the fiza/e to the third, and 
to the intensely tragic fourth act. Fraulein Schlager 
(Desdemona) was presented by MM. Ricordi, the pub- 
lishers and owners of the work, with a magnificent hand- 
kerchief, made after an antique oriental pattern, and 
containing a verse from the Koran embroidered in gold, 
exactly similar to the one given by the same firm to Sig- 
nora Pantaleoni on the occasion of the premidre of the 
opera at Milan. With the exception of Dox Carlos, 
nearly all of Verdi’s twenty operas have been given at our 
Imperial stage, the last novelty preceding O¢e//o being 
Simon Boccanegra in 1882, with only seven representa- 
tions. O¢e//o has now travelled in this country not only 
to Budapest, but even to the small provincial Brinn 
where the opera was well and successfully given. What 
say London amateurs to this? ‘The famous Dresden 
baritone Herr Bulss once more delighted our hadztuds, 
both as a singer and actor, in Herold’s Zampa and 
Lortzing’s Czar und Zimmermann. The only fault that 
could be found with our own excellent baritone Herr 
Reichenberg was the martial moustache, out of keeping 
with the wig and gown of the venerable “ Biirgermeister ” 
in the last-named opera—an offence against dramatic 
truth which would not be considered even worth naming 
in London, where the foremost actors, without mentioning 
operatic singers, resolutely decline to sacrifice their hir- 
sutic adornments on the shrine of histrionic art. The 
celebrated prima donna Frau Marcella Sembrich, having 
unfortunately left for San Remo on account of a sudden 
throat-complaint, her part as Lucia was filled with a fair 
measure of success by the blonde Swedish vocalist 
Fohstrém, who certainly looked the part to perfection, 
whilst her vocal efforts, both in that *d/e and La Traviata, 
chiefly rested on brilliant execution—notably a fine shake, 
and an exceptional compass reaching with ease E flat 
above the stave. To suit this singer the whole Jersonnel 
had to sing in Italian, and, although the result was not 
precisely “la lingua toscana in bocca romana,” did 
wonders at such short notice. Johann Strauss has con- 
tracted with the Imperial Opera for the performance in 
1889-90 of his next comic opera, denoting either an ascent 
of the composer or a descent of the “Impresa.” Let us 
hope the former. 

Amongst the works brought to a first hearing in the 
concert room mention must be made of a simple but 
beautiful new chorus a@ capella “In stiller Nacht” by 
Brahms, and of some seven-part choruses by Anton 
Riickauf. Such elaborate, and at the same time melo- 
dious and effective, works as the last-named are not fre- 
quently to be met with ; and the somewhat too retiring 
Herr Riickauf deserves to be named among the most 
gifted and accomplished younger composers of this 
capital. These choruses, as well as Bach’s magnificent 
motet, “ Singet dem Herrn ein neues Lied,” were ren- 
dered by the “Singverein” (over 200 voices) at a 
“ Gesellschafts Concert,’ under Hans Richter’s con- 
ductorship. Another composer who carries modesty to 
excess, and is, although dwelling in our midst, but little 
known, is Herr Stephan Stocker, whose new violin 
concerto, played in first-rate style by Herr Rosé at a 
Philharmonic Concert, proved a work distinguished by 
striking earnestness of purpose and not without melodic 
charm, more especially in the vigorous and pathetic first. 
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‘movement, succeeded by a somewhat sentimental adagio ; 
whilst the fia/e scarcely succeeds in maintaining the 
brio of its first theme to the end. On the other hand, 
Liszt’s pianoforte piece, “ Vogelpredigt des heiligen Franz 
von Assisi,” scored for full orchestra by Felix Mottl, given 
at the same concert (conductor, Hans Richter), provoked 
a scarcely-suppressed titter, on account of the somewhat 
absurdly realistic effects, from the critical audience. 
Bach’s great Mass in B minor, also conducted by Hans 
Richter, produced, like two seasons ago, a profound im- 
pression, only the repetition of the “Hosanna” being 
omitted. The performance was excellent throughout, 
special praise being, however, due to the trumpet vir- 
tuoso Koslek, who (being specially engaged from Berlin) 
did wonders on the so-called Bach trumpet, a long and 
narrow tube without a valve. In the domain of chamber 
music, Richard von Perger’s new string quartet, per- 
formed by the “Winkler” Quartet, proved, both them- 
atically and rhythmically, a very original and interesting 
composition, if rather deficient in depth of feeling, 
and suffering somewhat from a too frequent use of pizzicato 
effects (dé Za Sterndale Bennett). The quartet met with 
great favour. 

Among virtuosi, distinction was won with -a not very 
satisfactory programme by the celebrated violinist 
Eugen Hubay, successor of Vieuxtemps at the Brussels 
Conservatorium, and now one of the foremost and most 
influential musical magnates in his native Budapest, to 
whom the Belgian artist’s last and still unheard violin 
concerto is dedicated. W. Kopta, violinist, from Munich, 
pupil of the Prague Conservatoire, likewise created a 
most favourable impression with a highly-finished per- 
formance of an excellent selection; and Frau Theresine 
Schuster-Seydel revived pleasant memories of previous 
successful appearances. The pianist Moritz Rosenthal 
shone at his concert more by bravura than refinement 
or depth of expression. On the other hand, something 
like a sensation was created by little Hermine Biber, 
twelve years of age, at her concert, more especially in Ru- 
binstein’s valse caprice, adding one more name to the ever- 
swelling list of instrumental enfants prodiges. The extra- 
ordinary “maestria” exhibited by the contrabasso vir- 
tuoso Blasius Fischer upon his unwieldy instrument in 
such pieces as his own Faust Phantasie, after Sarasate, 
seemed (this artist being very short in stature), if possible, 
even more wonderful than similar fours de force of his 
famous rival Bottesini. Fraulein Hermine Spies again 
charmed, in her delightful “ Liederabend,” a numerous 
audience with the exquisite ¢/#dre of her highly-cultured 
alto voice and poetical expression in Lieder by 
Schubert, Schumann, Brahms, Ignaz Briill, R. Heuberger, 
Elling, and Bizet. An English impresario should do 
well with this prominent German celebrity; if not, so 
much the worse for music in England. The first Austrian 
Ladies’ Quartet (Damen Quartet), “Tschampa and 
Perner,” has completed a very successful tour through 
Italy and Switzerland. 

Our municipality has resolved to attend, in its official 
capacity, the re-interment in the Central Cemetery of 
Beethoven’s and Schubert’s remains respectively at sepa- 
tate periods during the spring and summer of this year, 
the “Gesellschaft der Musikfreunde” and the “ Minner- 
gesangverein” having been invited to sketch a programme 
for the incidental solemnities. In connection with the 
celebration of the twenty-fifth anniversary of our choral 
“ Schubertbund,” a Schubert Museum is to be formed here, 
under the auspices of the “ Biirgermeister,” the famous 
dramatist Bauernfeld, Herren Dumba, P. Schubert, Pro- 
fessor Halm, &c., to which contributions of documents, 
manuscripts, letters, original editions, criticisms, pro- 


grammes, portraits, busts, medallions, drawings, &c., in 
connection with this interesting undertaking are invited, 
either for sale or asa loan. According to present inten- 
tions, the museum is to be opened on the rgth November 
next, being the sixtieth ‘anniversary of the great com- 
poser's death; and it is to remain open, if not per- 
manently, at least until after the great German “ Sanger- 
fest,” to be held here in 1889. The Jubilee of the 
“Schubertbund” will be celebrated definitely on the 
17th and 19th November next. A frofos of manuscripts, 
an interesting ¢rouvaille has just taken place here. A 
journalist having recently bought an old chest, what was 
his surprise when in one of the drawers he discovered a 
bulky bundle of faded manuscripts, which turned out to 
be letters dating from 1836 to about 1846, written in French 
and Italian, most of them addressed “ Al pregiatissimo 
Signor Carlo Balocchino,” impresario of the Imperial 
Opera at that time, by such historic notables as Rossini, 
Donizetti, Meyerbeer, Persiani, Rubini, Donzelli, Ronconi, 
Taglioni, Fanny Elssler, and others. Although almost 
exclusively of a business character, yet these letters pos- 
sess, apart from their autographic value, much general 
interest in reference to the operatic conditions of that 
period, as #.e. the, according to our present notions, 
absurdly small sums paid for operatic works by the fore- 
most composers of that time. Thus Donizetti received 
only 4,000 francs for an opera-buffa specially composed 
for Vienna in 1837. Later on the figure rose to 5,000, 
12,000, and 16,000 francs, besides free board and 
lodging. Rossini received next to nothing for his Bardiere, 
and 1,500 francs and free board (!) for his “Cenerentola ; 
the highest price ever paid to young Rossini being about 
200 livres sterling for his Ofe//o. It must be observed, 
however, that, technically speaking, there are probably 
more notes in one act of Wagner’s Mée/ungen than in a 
five-act Italian opera of that p :riod. 

Deceased.—Ernest Szemelenyi, distinguished pianist 
and theorist, born 1824 at St. Georgen, in Hungary, died 
at Baltimore, aged 64. Frau Braunecker-Schifer, one of 
our most popular vocalists and actresses at the Theatre 
“ An der Wien” until 1386, died at Iglau (Moravia). 








Rebtelws, 
—@e— 

Three Characteristic Pieces for the Pianoforte. 

By OLIVER KING. London: Augener & Co. 
IN the case of a composer who has reached Op. 48, and 
enjoys as good a reputation as Mr. Oliver King does, it is 
superfluous to speak of his unexceptionable workmanship. 
The matter, too, of these pieces calls for our approval, 
although 1.ot equally strongly all through. The “ Even- 
ing Song” (Abendlied) seems to us thé most happily 
inspired of the three. Of the March we like the trio less 
than the opening and concluding parts. The Scherzo is 
perhaps a little too slight and short, but the graceful 
playfulness of the main subject makes up, to some extent 
at least, for any shortcomings. 


Op. 48. 





Mazurka Capricciosa pour Piano, Op. 114. Par GEORGES 
PFEIFFER. London: Augener & Co. 

WOULD a Pole let this piece pass as a Mazurka? Hardly. 

It is more likely that he would talk of sailing under a false 

flag, and the like. The second half of the title, on the 





‘ 





other hand, stands so firm that only a madman would 
think of attacking it. But though the piece may have 
nothing in common with a Mazurka except three-four 
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time, it is for all that a very acceptable thing. If it is not 
the work of a man of genius, it is the work of an homme 
@esprit who hates the commonplace and carefully avoids 
saying things in the way other people say them. 





Fleurs et Chansons. Douze Petites Piéces Poétiques pour 
Piano. Cahier II. Op. 39. Par E.{ DEL VALLE 
DE Paz. (Edition No. 6,1144, net, 1s.) London: 
Augener & Co, 
THIS second bouquet of Flowers and Songs is as beau- 
tiful and fragrant as the first, which we noticed last month 
—the Rose de Mai (Gentillesse), Asphodéle (Regret), Pavot 
(Sommeil), Muguet blanc (Retour du bonheur), Osmonde 
(Réverie), and Axubépine (Espérance), form a worthy 
pendant to Andémone (Abandon), Myrte (Amour), Violette 
blanche (Candeur), Belle-de-jour (Coquetterie), Pervenche 
(Doux Souvenir), and A/oés (Chagrin). It is impossible 
not to admire the freshness, grace, and variety, displayed 
in these miniatures. We recommend Signor del Valle de 
Paz’s Op. 39 to those who have not its predecessor (Op. 
23); those who possess the latter do not need the recom- 
mendation. 





Schneewittchen (Snow-white). Ton-Marchen for the Piano- 
forte. Op. 222. By F. KIRCHNER. 
Meditation. Nocturne for the Pianoforte. 

By F. KIRCHNER. 
Vive la Jeunesse. Galop brillant, for the Pianoforte @ 
guatre mains. Op. 232. Edition No. 6939 ; net, Is. 
By F. KIRCHNER. 
Schlummerlied, for Violin and Pianoforte. Op. 180A. By 
F. KIRCHNER. London: Augener & Co. 
ALL the above-mentioned pieces, as is generally the case 
with what comes from F. Kirchner’s pen, are pleasing. 
In Schneewittchen we have a fairy tale which the reader 
may decipher at his leisure, and of which we shall say 
here only that it consists musically of a naive Andantino 
in C time, which, variously modified, emotionally as well 
as formally, recurs twice after an intervening Pz mosso 
and Agétato in three-four time. The J/éditation is an 
expressive melody, first simply accompanied, and after- 
wards more effectively presented with a simultaneous 
triplet and quaver accompaniment. “Brillant” in the 
sub-title of Op. 232 does not mean “ with squibs, crackers, 
and rockets of notes,” but seems rather to indicate the 
“go” with which the composer has endowed the piece. 
Vive la Jeunesse is a genuine gallop, and justifies to the 
full its title. The simple tuneful Slumber-song for violin 
and piano cannot fail to find a large number of patrons. 


Op. 230. 





Symphonies by Joseph Haydn. Arranged for the Pianoforte 
by Max PAvER. (Edition No. 6,183@,; net, Is.) 
London : Augener & Co. 

WE are glad that Mr. Max Pauer has undertaken to do 

for Haydn’s symphonies what Mr. E. Pauer is doing for 

Beethoven’s. The one before us is the first of the Breit- 

kopf and Hartel edition, called in Germany symphony 

mit dem Paukenwirbel (with the kettle-drum roll), a 

name suggested by the kettle-drum roll with which the 

work opens. In Haydn’s symphonies there reigns a 

perennial youth—a buoyancy, a light-hearted gaiety, which 

makes us forget the ills of our existence. They conjure 
up the golden age—a life of innocence, a life of good-will 
among men, a life full of pleasures that leave behind no 
regret. They are medicinal, nay. magical, for they make 
the old young again, the low-spirited cheerful, and the 





wicked well-disposed. And the thaumaturgus is the 
gentle, unpretentious Papa Haydn, whom some superior 
people of this second half of the nineteenth century are not 
ashamed to treat with condescending patronage. Con- 
sidering the time and circumstances in which he lived, 
they say, he did not do badly, although from our elevated 
point of view it cannot be regarded as more than pretty 
trifling. Oh, immeasurable are the depth and height and 
width of human folly ! 





Six Characteristic Pieces for Pianoforte Duet. By H. 
HEALE. London: Augener & Co. 


THUus far we have only the first two numbers before us— 
a Minuet and a Gavotte. But these two augur well for 
the rest, for they are not only easy and pretty, but also 
well written. 





Lieder an den Mond. Romantische Stiicke fiir Klavier, 
Violine und Violoncell. Op. 10. Von SWAN HEN- 
NEsSsyY. (Edition No. 9,309; net, 1s.) London: 
Augener & Co. 


THE title of Mr. Hennessy’s three romantic pieces for 
piano, violin, and violoncello (Songs to the Moon), suggests 
many thoughts. Among others it suggests this one, that 
the moon is a subject which, as regards romanticism, 
bears in it incalculable possibilities. No one will deny 
our assertion. For are we not all more or less in the 
habit of now and then singing to the moon? Do we not 
confide to her our joys and woes, more especially the 
latter, whether we vent them in gentle sighs or deep 

oans? And do not we at times endeavour to rise to 
er height in our sublime religious, philosophic. and 
philanthropic aspirations? However, let the reader of 
the title not rashly jump to the conclusion that the pieces 
are sentimental effusions of a moonstruck composer, let 
him rather seek two companions and play with them the 
Lieder an den Mond, when he will find that they are well- 
felt compositions, poetic and interesting, whose romanti- 
cism has its roots in Schumann. The three numbers of 
Mr. Hennessy’s Op. 10, which are all short, have the 
following superscriptions :—No. 1, Um Mitternacht (At 
Midnight) ; No. 2, /” der Friihe (Early in the Morning) ; 
and No. 3, Am Adend (In the Evening) ; being respec- 
tively, a Largo, an Allegretto, and an Andantino con 
espressione. 





Johann Sebastian Bach’s Organ Works. Edited by W. 
T. BEsT. Vol. III. (Edition No. 9,803; net, 4s.) 
London : Augener & Co. 

AFTER a long interval there has at last appeared the 

third volume of grand master Bach’s organ works, and 

once more we have been delighted with their magnificent 
presentation—-the beautiful engraving, printing, and paper, 
and the excellent editing, which includes fingering, regis- 

tering; explanation of ornaments, indication of ¢empo, &c. 

The contents of the present volume are :—No. 13, Pre- 

lude (Cc, Moderato) and Fugue (C, Andante), in C major; 

No. 14, Prelude (c, Ad/egro) and Fugue (c, Alla Breve), 

in C minor ; No. 15, Prelude (C, Com sfirzto) and Fugue 

(3, Allegro con brio), in A major; Nu. 16, Prelude (8, 

Allegretto) and Fugue (C, Andante serioso), in B minor ; 

No. 17, Prelude ($, Avdante) and Fugue (C, A//egro), in 

C minor; and No. 18, Prelude (3, Ad/egretto) and Fugue 

(c, Allegro ma non troppo), in E minor. To praise Bach’s 

preludes and fugues, or to recommend them to the 

reader, would be an impertinence, not so to tell editor 
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GIGUE DANS LE GENRE ANCIEN 





par 


GEORGES PFEIFFER. 


Op. 77. 
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and publisher that their share in the volume does them 
the greatest credit. In fact, the volume is pleasant to 
look at, profitable to study, and altogether worthy to be 
treasured. 





“ How Fair the Night” (Die Nacht ist schin). Scena 
and aria from “ Das Nachtlager.” By CONRADIN 
KREUTZER. Arranged for Violin or Flute and Piano- 
forte by Professor F. HERMANN. ; 


WE have often wondered that the composition indicated 
in the heading of this notice had not yet been published 
with English words. It is one of the finest numbers in 
the most popular of Kreutzer’s operas, an opera which 
still keeps its place in the German repertory. Baritone 
singers and violinists delight in executing this scena and 
aria, and if the performance does not fall far below 
mediocrity, the audience never fails to be lavish with its 
applause. The reason of all this must be sought in the 
composer’s natural and melodious style, which obtained 
for him such a high reputation as a writer of part-songs 
for male voices. 





Three-part Songs for the Young. Trios for Treble Voices, 
with Pianoforte Accompaniment. Revised and partly 
arranged by H. HEALE. (Edition No. 8,990d; net, 
Is.) London: Augener & Co. 


THE second book of this series brings Mendelssohn’s 
“ Chorus of Fairies,” Cherubini’s “‘ Blanche de Provence,” 
Mendelssohn’s “ Laudate Pueri,” and H. Heale’s “ Ho! 
the wild winds” and “With hands entwined” (chorus 
from the “ Water-sprites”). The first of these compositions 
is the airy, charmed house-blessing of the fairies from the 
Midsummer Night’s Dream music ; the second, the lovely 
cradle song “Dors, noble enfant” (here, in English, 
‘Sleep, royal babe”), a fragment from the one-act pasticcio 
Blanche de Provence; the third, No. 2 of the excellent 
motets for female voices, written by Mendelssohn for the 
nuns of Triniti’ de’ Monti at Rome. The concluding 
—_— of the editor are of a lighter and looser 
weit. 





The Italian School of Singing, developed in a series of 
progressive exercises or solfeggi, with introductory 
observations on Vocal Tuition, &c. By M. W. BALFE. 
(Edition No. 6,788 ; net, 2s. 6d.) London: Augener 
& Co. 

MICHAEL WILLIAM BALFE, the composer of 7he Bohemian 

Girl, and distinguished baritone singer (pupil of Frederici 

and Bordogni), does not require an introduction. The 

work before us comprises eight quarto pages of sensible 

“ Introductory Observations on Vocal Tuition,” twenty- 

three pages of preliminary, turn, shake, scale (diatonic 

and chromatic), and interval (third, fourth, &c.) exercises, 
and about thirty pages of solfeggi by Rossini, Bordogni, 
and Balfe. The spirit and object of the work will be best 
shown by a few quotations from the introductory obser- 
vations. “In regard to the exercises, everything neces- 
sary for the formation of the voice, as well as the 
acquirement of correct intonation and the execution of 
every kind of passage employed in vocal music, may be 
compressed into a very small compass. It is evident 
that the fewer and the more comprehensive these elemen- 
tary exercises are the better. Each exercise ought to be 
calculated to overcome some particular difficulty ; to over- 
come any one difficulty requires long perseverance and 
numberless repetitions of the particular exercise by which 





it is exemplified ; and the smaller the number of exercises, 
therefore, in which all the difficulties are demonstrated 
the sooner will the pupil be enabled to master the various 
branches of vocal execution. When the learner, by 
regular and steady practice, is able to sing these exercises 
with perfect purity of tone, truth of intonation, and clear- 
ness and facility of articulation, the mechanical difficulties 
of singing are conquered, and what remains is the intel- 
lectual branch of the art, consisting of taste, expression, 
and the various qualities which are comprehended under 
the word ‘style.’” 





Quartet in c for two violins, tenor, and violoncello. Com- 
posed by GEO. A. AMES. London: The London 
Music Publishing Co. 

A TEACHER might praise this quartet as an exercise, but 

what can a critic say of it as a work of art? Originality 

is only conspicuous by its absence. Heart and imagina- 
tion are left cold by it. To publish compositions of this 
nature seems to us waste of paper and money. It is 
painful to have to use harsh language like this in speaking 
of the work of one who evidently is a striver, but truth 
and nothing but truth must be the critic’s prompter. 

Moreover, the composer, who, no doubt, is still young, 

need not despair. Though not successful on this occasion, 

he may be so another time. We would say to him: Study 
diligently, work hard, and don’t rush into print with 
string quartets, the most exacting of musical forms. 





The Slave Singing at Midnight. 
Accompaniment. By W. H. BENTLEY. 
The London Music Publishing Co. 

A. SONG, like so many, which neither loudly calls for 

eulogy nor for censure. It is to be enjoyed or left alone, 

but not to be criticised. Let each, according to his taste, 
make his choice. 


Song, with Pianoforte 
London : 





Guide du Jeune Pianiste. Par C. ESCHMANN-DUMUR. 
Seconde édition. Lausanne: E. R. Spiess. 


M. ESCHMANN’S book is one of great utility. This will 
be acknowledged not only by young teachers and learners, 
but also by old teachers and learners. Indeed, for young 
teachers such a guide is indispensable ; and even expe- 
rienced, well-informed, old teachers will give it a warm 
welcome. As to learners—especially those who are con- 
tinuing their studies without a teacher—they cannot but 
regard the Guide du Jeune Pianiste as a godsend, both 
on account of the help it affords in answering the question 
of what to play, and on account of the many biographical, 
technical, zsthetical, &c., notes interspersed throughout 
the volume. But as this book is a guide from the first 
beginnings to the most difficult compositions of Alkan, 
Bach, Beethoven, Brahms, Chopin, Liszt, &c., the title of 
Guide du Jeune Pianiste seems to be a misnomer. The 
sub-title is more exact and explicit: “ Classification 
méthodique et graduée d’awuvres diverses pour piano. 
Apercus, notes et consetls . A Tusage des maitres et 
des éléves ainsi que de toute personne s'occupant d’éduca- 
tion musicale.” Besides the principal part—the careful 
classification of exercises and pieces (for two and four 
hands, with and without other instruments) in twenty-six 
grades—the volume contains an Introduction, setting 
forth the aim of the author; a slight sketch of “ The 
Piano: its origin, its developments, and its future. 
Pianoforte-makers ;” a “Programme of the Studies” 
characterising the plan of the whole work; and two 
indexes, respectively of authors and publishers. 
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Concerts. 
By J. B. K, 


—~— 


PHILHARMONIC SOCIETY. 


THE second concert of the season proved in no wise 
inferior in interest to the first, since it introduced not only 
some orchestral compositions new to this country, but 
also a composer of eminence in the person of P. Tschai- 
kowsky, one of the shining lights of the new Russian 
school founded by Glinka. M. Tschaikowsky being 
provided with a stipend for that express purpose by his 
Government (a worthy example to follow), has visited 
Germany and France, in order to secure a more general 
hearing for his works, meeting everywhere with the most 
flattering reception, more especially at Paris, where he 
was lionised with genuine enthusiasm, and receiving like- 
wise something like an ovation at the concert under 
notice. The works produced from his pen on that occa- 
sion were his “Serenade” for stringed orchestra (Op. 48), 
and a “Tema con variazioni” from his third orchestral 
suite, written in full score. Both works, but more es- 
pecially the three last movements of the serenade—a 
valse, e/egia, or perhaps more correctly cavatina, and a 
finale on a Russian theme (the first movement being a 
less characteristic “pezzo in forma di sonatina”), proved 
on the whole very charming pieces, rich in musical ideas 
of distinct originality, genuine melodiousness, and a 
directness of purpose not always conspicuous in modern 
composition. In the skilful working out the “ars celare 
artem ” is likewise realised in an uncommon degree. The 
_ Scoring of the last-named work is ingenious and brilliant 
throughout ; and in the very difficult serenade a fulness of 
tone and variety of effects is extracted from a clever com- 
bination of the strings alone, altogether new in this kind 
of composition. If some works still more representative 
of the gifts of this composer—who wrote operas, sym- 
phonies, symphonic poems, pianoforte and violin con- 
certi, &c.—might have been chosen, none could perhaps 
have introduced our guest in a more agreeable manner to 
his first London audience, the result after the perform- 
ance of the serenade being four recalls to the platform. 
P. Tschaikowsky, who is about forty-eight, but looks much 
older, proved himself at the same time an admirable con- 
ductor of his own works. For the benefit of a con- 
temporary, who condoled with this composer for a lack of 
opportunities of cultivating his musical taste at home, it 
may be stated that “benighted Russia” in this respect 
perhaps somewhat outshines the “metropolis of the 
world,” seeing that no less than 142 symphonic concerts, 
comprising a total of 652 works, with 1,882 performances, 
by 137 Russian, 232 German, 215 French, 37 Italian, 
21 Belgian, 4 Danish, 3 Spanish, 2 English, and 1 Nor- 
wegian composers have. been conducted between the 
26th April and 14th September of last year by M. 
Albert Vizentini, Director of the Imperial Theatre of 
St. Petersburg, alone ! 
_ A Symphony in a by Haydn, played for the first time 
in London and only recently published, although composed 
between 1760 and 1766, of which the adagio is the most 
attractive movement, and Svendsen’s Norwegian Rhap- 
sody No. 2, likewise given for the first time here, were the 
remaining orchestral pieces in the programme. Svendsen’s 
extremely clever, fascinating, and fancifully-scored work, 
‘suffered from the strange but notorious similarity between 
Northern and Slav dance rhythm, which pervades Svend- 
sen’s work, and likewise characterises some portions of 
Tschaikowsky’s above-named compositions. The Rhap- 
sody should have been reserved for another concert. The 
Bohemian, Franz Ondricek, who stands in the very first 





rank of living violin virtuosi, gave a magnificent render- 
ing of Mendelssohn’s violin concerto, and of‘some ex- 
ceptionally difficult Hungarian airs by H. Ernst; and 
Miss Eleanor Rees supplied the vocal element to this 
interesting concert. 

Notice of the third concert of the season is reserved for 
our next. 





: SACRED HARMONIC SOCIETY. 

THE “Sacred Harmonic Society ” closed its season with 
a performance of F. Cowen’s dramatic oratorio Ruth, 
which contains its chief beauties in the instrumental por- 
tions of the work, such as the first introduction with a 
striking figure for the basses (which might have been 
written by Berlioz), the excellent orchestral prelude to 
the second part, the highly effective “ Dance of Gleaners” 
with choral accompaniment, and numerous capitally con- 
ceived orchestral interludes, the scoring being masterly 
throughout ; whilst the vocal portion, especially in the 
solo parts, with few exceptions, such as Ruth’s pathetic 
cantabile, “ Let me find favour,” and the fiza/e to the first 
part for Ruth and Naomi, with the “ Reapers’ Chorus ” 
in the distance, lacks that convincing element resulting 
from genuine inspiration. That it is no easy task to find 
new musical expression for devotional matter of a well- 
worn pattern must, however, be freely admitted. Among 
the soloists Mr. Edward Lloyd, whose wonderful voice 
and exquisite style would lend charm to almost any kind 
of music, was again facile princeps; and a word of praise 
is due to Miss Hope Glenn for her dignified delivery of 
the contralto music. The performance, under the com- 
poser’s own direction, was, on the whole, satisfactory ; 
but the vigour occasionally displayed by so powerful a 
chorus and band within the comparatively small space of 
St. James’s Hall might by persons endowed with sensitive 
ears and nerves have been mistaken for overwhelming 
and well-nigh insufferable noise. 





OTTO HEGNER. 
ANOTHER youthful, not to say infantine, pianist, Otto 
Hegner, gave one private and three public recitals at 
Princes Hall. Our opinion with regard to the perform. 
ance may be summed up in the word “ Wonderful” ; for 
how a mere child of eleven can master the technical 
difficulties of some thirty pieces, ranging from Bach and 
Handel to such ‘ours de force of modern pianism as 
Rubinstein’s “Toccata” and ‘Tausig-Weber’s “Auf- 
forderung zum Tanz,” for such a rendering as given with- 
out book on those occasions, well nigh passes belief. 
Not only were the most difficult passages executed with 
almost faultless precision, the jew Zer/e being especially 
remarkable ; but the amount of expression given to the 
characterisation of each particular composer was, if 
possible, even more astonishing ; and, although allowing 
a considerable share of the merit to be due to the boy’s 
principal teacher, the famous composer Hans Huber, of 
Bale, such fine gradations of light and shade, such 
alternate delicacy and genuine fire and dash, must be 
taken as the outcome of an artistically sensitive and 
impulsive nature. One of his best efforts amongst much 
excellent playing was a truly admirable performance of 
Mozart’s beautiful and difficult variations on “ Unser 
dummer Pébel meint.” On the other hand, to play 
Chopin properly one must have felt more deeply than it 
is possible for a lad of eleven—fortunately for himself—to 
have done. The performer’s own really clever little 
novelette, betraying both constructive skill and imagina- 
tion, should also receive a word of notice. Not the least 
agreeable feature in the performance is the thoroughly 
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childish, unaffected, sprightly, and degagé manner of this 
fascinating young artist in knickers, apparently free from 
all mental or physical effort, as if he were playing for his 
own amusement. Prophecies are proverbially dangerous ; 
but in this case a bright future would only seem a logical 
sequence following present achievement. For future ap- 
pearances Hegner might with advantage extend his 
répertoire by playing some fresh pieces from the music. 
Even then his performance will be sufficiently astonishing. 





NOVELLO’S ORATORIO CONCERTS. 
AT the concluding concerts of the season Sir Arthur 
Sullivan’s surprisingly popular cantata, Zhe Golden 
Legend, again drew a large audience to St. James’s Hall, 
the vocal soli being well, and in some instances excel- 
lently, rendered by Mesdames Nordica and Patey, and 
Messrs. E. Lloyd and Watkin Mills. 

The “dramatic” oratorio, Zhe Rose of Sharon, by Dr. 
A. C. Mackenzie, the energetic conductor of these con- 
certs, was also given. If “dramatic” means more or less 
tedious declamation without well-sustained melody, we 
prefer the oratorio pure and simple. Among the chief 
vocalists, Madame Nordica, Miss Hope Glenn, and Mr. 
E. Lloyd, added all possible charm to the effect of the 
music ; but Mr. Santley was sadly out of voice. 

At any rate, Zhe Rose of Sharon is a far more attractive 
work than Gounod’s sacred trilogy, Zhe Redemption, per- 
formed at the last concert, which is a compound of 
hideous chromatic progression, endless recitations fre- 
quently on one note, wearisome monotony, and noisy brass, 
with a modicum of, for the most part, flippant and com- 
monplace melody ; the favour acquired by the work in 
this country being manifestly due to its subject, but which, 
musically, fails to touch the emotions even once. The 
principal soloists (Mlle. Antoinette Trebelli, Mrs. Patey, 
Messrs. Edward Lloyd, Santley (who was in excellent 
form), and a promising debutant, Mr. Plunket Green, 
with only one or two opportunities for the first-named lady 
to shine, did their best with their cruelly ungrateful task. 

Mention should not be omitted of the first performance 
of a new concert overture by Mr. Oliver King, which 
Starts well, but soon loses itself in over-elaboration and 
excessive repetition. Besides, the youthful composer 
should endeavour to write with effect for an orchestra, 
which satisfiedBeethoven and Mendelssohn, before press- 
ing the pandemonium of a full score by Berlioz or Liszt 
into his tentative efforts in orchestral composition. After 
the violin concerto successfully rendered by Herr E. Mahr 
at a ‘*London Symphony Concert” last year the new 
overture was disappointing. 


THE CRICHTON CLUB. 


A DISTINCTIVE feature of the excellent Crichton Club 
consists in the Sunday musical evenings, which are given 
at short intervals, the selection offered on those occa- 
sions being composed of “classical” chamber music for 
strings with and without the pianoforte, with an admixture 
of instrumental and vocal soli. Besides the recognised 
masterpieces, numerous unfamiliar works, many of which 
are not to be heard elsewhere, are introduced at these 
very agreeable and interesting meetings. Thus A. 
Dvorak’s very charming string quartet in E flat (we 
believe entirely new to London audiences), and Cheru- 
bini’s masterly and very rarely heard ditto in D minor, 
were the principal features of the last concert ; whilst the 
character of these performances is sufficiently indicated 
by the fact that they enjoy alternately the direction of 
such well-known artists as Victor Buziau, Richard Gom- 





pertz, Adolph Pollitzer, &c., 2s first violins. Amateurs 
who find their Sunday evenings occasionally a trifle dull, 
might do worse than look after the genial Crichton Club, 
Adelphi. 





THE CLAVI-HARP. 


By invitation of the well-known conductor, &c., Mr. 
W. H. Cummings, a large gathering of amateurs as- 
sembled at Princes Hall to judge of the effect of the 
clavi-harp, invented by M. Dietz, of Brussels ; or, rather. 
being a perfected modification of the “clavier-harfe,” 
patented as early as 1814 by his grandfather, the first 
manufacturer of the “upright” piano. The clavi harp 
has been accepted by competent judges as not only equal, 
but in many important respects greatly superior,to the ha p 
itself, and this finding has been emphatically verified by 
the highly-interesting trial performance under notice. The 
new instrument being first played hidden from sight 
behind a screen, it was impossible to realise the fact that 
any other instrument but an ordinary harp was used ; but 
with this difference, that the clavi-harp is perhaps even 
richer in tone, whilst the keyboard being exactly like 
that of a piano, any pianist will, with very little practice, 
be able to perform with the same degree of proficiency «n 
the clavi-harp as on the piano. With these and many 
other advantages too numerous to dilate upon here, t 
would indeed be a matter of surprise if the clavi-hary, 
which is moreover exceedingly ornamental in appearance, 
failed to supplant the imperfect and singularly difficu t 
harp, with its seven pedals, altogether, both in the drawin,- 
room and in the orchestra. Indeed, this ingenious inven- 
tion should even benefit musical composition, inasmuci 
as composers will no longer be hampered by those ab- 
normal difficulties, such as the execution of chromatics, 
shakes, &c., in their orchestral and other works. 

A word of special praise must be given to Mlle. 
Eugénie Dratz (pupil of Auguste Dupont, of Brussels), 
whose performance of a selection of elegant solo piec2s 
was distinguished by charming artistic taste and finish. 
The exquisite quality of the instrument was likewise 
tested, in combination with violin and harmonium, in 
Handel’s well-known “ Largo” from Xerxes, and Bach- 
Gounod’s .Wéditalion, with equally satisfactory results. 








Musical Notes. 


—~>— 
MUSICIANS and lovers of music generally in and near 
London, who, no doubt, are all anxious to hear and 
see as much as possible of Grieg, will be glad to learn 
that, about a week after his appearance at the Philhar- 
monic Concert of May 3rd, he will give a recital, which, 
if we are rightly informed, is to consist entirely of his own 
compositions. At any rate, Grieg will play a number 
of his pianoforte solos, and with a violinist one of his 
sonatas ; and his wife will sing some of his songs. The 
bill of fare is inviting, and cannot fail to bring together 
a large company. ‘This, moreover, is as it should be, 
for Grieg is one of the most interesting artistic indi- 
vidualities of our time. 

THE prospectus of this season’s Richter Concerts (May 
7th to July 2nd) promises a series more rather than less in- 
teresting than its predecessors. Besides the stock Beet- 
hoven and Wagner compositions (with an addition to the 
latter), and some works by Berlioz (Faust, &c.), Brahms, 
Haydn, &c., we meet with the following novelties and 
semi-novelties : an overture, 7wedfth Night, by A. C. 
Mackenzie ; Liszt’s Vogelpredigt (La Prédication aux 
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oiseaux), scored by Felix Mottl; J. S. Bach’s concerto 
in F for strings, three oboes, bassoon, and two horns ; 
and Stanford’s Irish Symphony. 

FREDERIC LAMOND, of whose triumphs in Germany as 
a virtuoso we spoke last month, has at his third Berlin 
concert (March 28th) also been successful as a composer. 
He brought to a hearing a trio, a sonata for piano and 
violoncello, and two piano pieces, which are said to be 
distinguished by nobility and solidity of invention and 
execution, Brahms being his model. 


MATTERS are so little satisfactory at the Paris Opéra 
that people begin to ask the question: ‘“ What does the 
State pay this institution an annual subvention of 800,000 
francs for?” M. Barbier has finished the scenario of the 
ballet which Gounod is going to insert in the fourth act of 
Roméo et Jultette. 

THE first orchestral rehearsal of Lalo’s Roz a’ Ys was 
held at the Opéra-Comique the other day. — Poise’s Car- 
mosine will probably be postponed till next season. At 
any rate, the composer prefers this to having his work 
p2rformed in the height of summer. M. Massenet has 
undertaken to write for M. Paravey, the director, a new 
opera. MM. Alfred Blau and Louis de Grammont furnish 
the libretto, which is entitled Peréinax, and based on a 
play of Shakespeare’s. 


At the Menus-Plaisirs took place, on April 11, the first 
performance of La delle Sophie, by Paul Burani and 
Eugéne Adenis (the librettists) and Edmond Missa (the 
composer). The music is said to be pretty, but without 
originality. 

A CRITIC says of Ludus pro patria, by Madame Augusta 
Holmés, that it is a kind of lyrical ode, which comprises 
four parts, commencing with recited verses without music, 
and concluding with a chorus. He describes it as une 
belle euvre en vue de la conception, mats inférieure comme 
réalisation poctique et musicale. 

THE programme of two concerts given at the Opéra- 
Comique on Thursday and Saturday of Holy Week was 
as follows : Oberon overture, by Weber; Prés du fleuve 
élranger (paraphrase of the Psalm Super flumina Baby- 
Jonis), by Gounod ; concerto for pedal piano (played by 
Madame Lucie Palicot), by Gounod ; and Verdi’s Reguzem, 


M. ALEXANDER GUILMANT has resumed this year his 
“Grands Concerts d’Orgue avec Orchestre” at the Paris 
Palais du Trocadéro. Colomne conducts the orchestra, 
and Bach’s and Handel’s compositions form the basis of 
the concerts. At the first of them, on April 5, came to a 
hearing the following works: Third Sonata, Op. 56 
(c minor), by A. Guilmant ; Andantino from the third 
concerto (played by J. Wolff), by Saint-Saéns; “Tre 
Giorni” (sung by Madame Terrier-Vicini), by Pergolesi ; 
Sonata in C major, for organ and orchestra, by Mozart ; 
“ Au pied d’un crucifix,” tor contralto (Madame Terrier- 
Vicini), with violin solo (J. Wolff), and orchestra ; Fan- 
tasia in G major, by J. S. Bach ; Meditation, for organ and 
orchestra, by Ch. Lefebvre; aria from // matrimonio 
segreto, by Cimarosa ; Fourth Concerto in F major, by 
G. F. Handel; and Grand Chceur in B flat major, by 
H. Deshayes. 

IN the course of April the amateurs of Brussels had an 
opportunity to make the acquaintance of Delibes’ opera 
Le Roi la dit, and of a new comic opera or operetta La 
Légende du Madjyar, by Maxime Boucheron (the author 
of the words) and Aimé Godard (the composer). The 
former, at the Monnaie, was a triumph ; the latter, at the 
Galeries, was the reverse. 

FRANZ SERVAIS concluded on April 8 this winter’s 
concerts (Brussels) with a plebiscite concert. 





IN Germany the death of the Emperor William has 
given occasion to many musical solemnities, and what we 
may call mourning concerts. Here are a few of them. 
At the Berlin Philharmonie, on March 17 : Chorale, by J. S. 
Bach, for brass instruments; commemorative speech ; 
Chorale sung by a chorus ; Gluck’s De profundis; Beet- 
hoven’s Elegischer Gesang; and Funeral March from the 
‘““Eroica” Symphony. Ata Berlin Philharmonic Concert, 
under H. v. Bilow’s direction: Tragic Overture, by 
Brahms ; “ Kaisermarsch,” by Wagner ; “ Eroica” Sym- 
phony, by Beethoven ; and some solo pieces. At the 
Cologne Giirzenich : March from the “ Eroica ;” 7rauer- 
Cantate, by J.S. Bach ; and Beethoven’s Missa Solemuis. 
At Coblenz, on March 27: March from the “ Eroica ;” 
and Brahms’ German Keguiem. At Erfurt,on March 28 : 
March from the “Eroica;” speech; and Cherubini's 
Requiem. 

HANS VON BULOow brought (on April 6) to a conclusion 
the series of concerts conducted by him at Berlin. There 
was satisfaction all round—mutual admiration of con- 
ductor and orchestra, and endless applause by the 
audience. 

REHBAUM’S comic opera 7urandot was performed for 
the first time at the Berlin Court Opera-House on April 11, 
and got a warm reception. 

BERLIN can now boast a Musical Exchange. Its 
objects are: purchase, sale, and exchange of used music. 

THE Municipal Council of Cologne has resolved to 
found a town orchestra. The latter will consist of forty- 
one members and twelve aspirants. The cost is to be 
87,090 mark (£4,354 Ios.), and the municipality will pro- 
bably have to contribute 8,570 mark (£428 Ios.), and 
by-and-by 12,000 (£600). 

WEBER-MAHLER’S Die drei Pintos had a fair success 
at Munich; the same good fortune was experienced by 
Jonciéres’ Johann von Lothringen at Brunswick. At 
Cologne a great success was scored with Verdi’s Othello. 

THE town of Worms has given a grant of 250,000 mark 
(£12,500) for the building of a People’s Theatre. 

A NEw sacred work, Die Grablegung Jesu Christi, by 
August Klughardt, was performed at Dessau on Good 
Friday. 

THE Dresden correspondent of the Szgzale writes en- 
thusiastically of a concert for the benefit of poor Irish- 
women, given on April 6, by the pianist Miss Amy Hare, 
assisted by the violonceilist Griitzmacher, and the vocalists 
Fraulein Malten and Herr Scheidemantel. 


PROFESSOR CORNELIUS GURLITT has just received the 
Royal Prussian Order of the Crown (Kronenorden). 

THE small French town Givet, the birthplace of Méhul, 
is making preparations for the erection of a monument to 
their famous townsman. The sculptor A. Croisy has been 
entrusted with the execution of the statue. 

A GREAT and noble.artist died on March 29, at Paris— 
Charles Valentin Alkan, best known as Alkan ainé, the 
distinguished pianist and composer. He was born at 
Paris in December, 1813, and studied under Zimmermann. 
His L¢tudes for the pianoforte are among the most im- 
portant and most difficult that have been written for the 
instrument (for instance, Op. 35 and 39). But he pro- 
duced also numerous compositions in which the imagina- 
tion had a wider scope—sonatas, concertos, and cha- 
racteristic pieces (for instance, Les Mots, douze morceaux 
poétiques). Many of his compositions are for the pedal 
piano, of which he was very fond. 

AT Leipzig died, on April 2, aged about seventy-four 
years, the esteemed singing-master Professor Franz Gotze. 
At Milan died, aged sixty-five, the tenor singer Enrico 
Calzolari. 
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ETERS’ EDITION. 


W. CZERNY’S PIANOFORTE STUDIES. 
maa 
2402 Erster Lehrmeister (The First Instructor), Op. 599 ... 
2403 100 Uebungsstiicke (100 Practical Exercises), Op. 139 
24049125 Passageniibungen (125 Exercises in Passage-play- 


Price 


Hiro 
nH & 


ing), Op. 261 ... cas iis - PP S 

2405 160 Kurze Uebungen (160 Short Exercises), Op. 821... 1 1 

2407 Vorschule der Fingerfertigkeit. Op. 636 aa ws at 

2409 40 Tagliche Uebungen (40 Daily Exercises), Op. 337... I 1 

2410 Schule des Virtuosen (School of the Virtuoso), Op. 365 2 1 
ETUDE DE LA VELOCITE. Op. 299. . 

2411 Complete ... me ne es a 4 

2406a—d In 4 Books die is ¥ each 7 
L’'ART DE DELIER LES DOIGTS. Op. 740. 

2412 Complete ... Pee ade des ai a oe 

2408a—f In 6 Books} each -- 7 


To be had t'1rough— 
AUGENER & CO., 86, Newgate Street, E.C.. 
and 1, Foubert's Place, London, W. 
And of aid Musicsellers in Town and Countr», 





SPLENDID MUSICAL PRESENT. 





Published for the first time in a style worthy of the great 


Composer’s memory, regardless of expense. 


L. VAN BEETHOVEN'S 


COMPLETE 38 


Pianoforte Sonatas. 


FOLIO EDITION. 
Finely engraved, printed on best stout Paper with wide margins. 


Portrait, and Historical Notes to each Sonata. Newly Revised, 
Fingered, and Edited by 


ProFEssor E. PAUER. 


Augener's Edition. Net. 
‘os. Ln @ 
9704—9706. In three Folio volumes (Edition de luxe), 
Artistic Binding in Gold and Colours. 
In best Morocco The set 10 10 O 
In Cloth, gilt sides and edges 6 60 
9701—9703. Three Folio Volumes, in Paper covers, 
Cloth backs. On ordinary paper. 
The set 2 5 0 
Or per Volume 0 15 oO 


For Review and detailed description of this Edition see the 
MONTHLY MUSICAL RECORD for November, 1887. 


AUGENER & CO., 
86, Newgate Street, E.C., and 1, Foubert’s Place (opposite 
Conduit ‘Street), W., London. 


(Not connected now with any other address.) 


BECEDARIAN (THE) IN PIANOFORTE 
PLAYING. - Elementary Pianoforte School, arranged in easy st 
leading from the first beginning up to the degree of difficulty in Clementi’s 
1st Sonata in c :— 


Part I. 17 Melodious Pianoforte Duets. The Treble (for £ s. d@. 
the Pupil) within the compass of five notes. Crotchets 
only used; norests ... °.. we @ 6:4 


Part II. 1o Melodious Pianoforte Duets. The Bass (for 
the Pupil) within the compass of five notes. Duets 
1 to 6, only crotchets and no rests. Duets 7 to 10, semi- 
breves, minims, and crotchets used... os oe «a © 4 @ 

Part III. Introduction to the Rudiments of Music. Daily 
Exercises, Duets within the compass of five notes of 
different value, Airs and Melodies (in the Treble clef 


only) <a wi ee es pee ‘a “a wi @ @@ 
Part IV. Daily Exercises. 14 Instructive Pieces, Airs and 
Melodies Sa F ¥ « 040 


Part V. Daily Exercises, Variations, Airs, Pieces, &c., 
leading p to the degree of difficulty of Clementi’s 1st 
Sonatinainc ... re on ae ne on eer e 

London: AUGENER & CO., Newgate Street and Foubert’s Place. 


URLITT’S POPULAR PIANOFORTE 
TUTOR. 

Part I. The Elements of Music, Elementary Five-fingered Exercises, 
The Scales, 6 Melodious and Easy Duets, 20 Popular Melodies and 
Pieces in c major and a minor. 

ParrlIl. Exercises in Double Notes, Scale Exercises in G major, F minor 
F major and D minor, 27 Popular Melodies in c, G, F, and = major, an 
D minor. 

Part III. Grace Notes or Ornaments, Arpeggios, the major and minor 
scales, 15 Popular Melodies in various keys. 

80 Folio Page:. Complete, in paper cover, 5s. ; bound in boards, 6s. 


AUGENER & CO., Sole Addresses :—86, Newgate Street, E.C., and 
1, Foubert’s Place (opposite Conduit Street), W., London. 

















NEW RE-ARRANGED EDITION. 


RAINING SCHOOL for the PIANOFORTE, 
Selected, Arranged, Revised, and Fingered, by E. PAUER. 
First Step. 

Book I. Elementary Principles and Rules of Music ; 13 very easy Studies 
in c major; 10 Very Easy Pie es ; 9 National Aiis inc major (Treble 
clef only). 

Book II. 19 Studies and Scale Exercises; 5 
Popular National Melodies. 

Book III. Exercises for gaining Velocity; Melodious Pieces; Italian, 
Gerinan, Russian, and French Airs, all in the Treble Clef. 

Book IV. Exercises for gaining Velocity ; ‘Tuneful pieces by Gurlitt and 


Hayda; 8 National Airs in c major and A minor (introducing the Bass 
clef). 





Very Easy Pieces;- 12 


Second Step. 


a ¥. 
ps 

Book VI. Exercises for acquiring Velocity; Melodious Pieces by Haydn 
and Volkmann; Old Dances by Gluck, Handel, Purcell, Lully, &c 

Book VII. Exercises for acquiring Velocity; Easy Lessons by Volkmann 
and Gurlitt: Muszttes by J. S. Bach and Montéclair; Passecailles by 
Handel and Gervais. 


24 Preparatory Exercises; Studies of Velocity ; Six Easy Pieces 
Miiler, Volxmann, and Reine:ke; Old Dances by Coreili, 
. Bach. 


Third Step. 

Book VIII. Shake Studies by Pauer, Loeschhorn, A. Schmitt; Arpeggio 
Exercises ; Easy Pieces by Gurlitt, Beethoven, and Schumann ; Classical 
Dances by Mozart, Clementi, Marschner, and Mendelssohn. 

Book IX. Studies by Pauer ; Arpeggio Studies ; Pieces by Gurlitt, Pauer, 
and Gade ; Classical Dances by Mayseder and Czerny. 

Book X. Studies ; Pieces by Beethoven, Diabelli, Schumann, and Hummel; 
Classical Dances by Mozart, Beethoven, and Schubert. 


Fourth Step. 
Book XI. Daily Practice by Cramer; Pieces by Handel, Bach, Du-sek, 
Jensen, Clementi, and Gade. 


Book XII. Studies by Handel and C. P. E. Bach; Pieces by Clementi, 
Jensen, and Kirchner. 


Book XIII. Pieces by Kirnberger, C. P. E. Bach, Schubert, Reinecke 
and Moszkowski. 


Price 4s. each Book. 


AUGENER & CO. Sole Addresses :—86, Newgate Street, E.C., and 
1, Foubert’s Place (opposite Conduit Street), W., London. 


O SCHOOLS. — SUITABLE SELECTION 


PARCELS OF MUSIC are sent out on approval, with liberal dis- 
count. Returns to be made at the end of the term. Catalogues gratis.— 
AuGgENER & Co., Schcol Department, only at 86, Newgate Street, London. 
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THE TECHNICON. 


Strongly recommended for use in Schools, as it effects a greut 
saving in the War and Tear of Pianos. 





PRoNoun CED by Eminent Musicians of Europe 


and America to be the best Invention ever produced for Piano 
Players. P’anists have long felt the want of « quicker and less monotonous 
method of developing the hand for the necessities of piano-playing than by 
the Piano alone. “THe TecHNnicon” has proved capable of saving a con- 
siderable amount of time in acquiring strength and independence of mus- 
cular action, as well as the development o wey 3 fundamental quality of 
touch. It will also be found invaluable in saving the wear and tear of the 
pianoforte in practice, and as it is absolutely noiseless in operation, the 
advantage gained by its use will not be overlooked. 

It has received the approval of medical men as being founded on scien- 
tific principles, and reducing the physiological side of pianoforte playing to 
a —— and intelligible basis, 

his Invention was highly commended by the late Abbé Liszt, 


Price £5. 10% Discount for Cash. 
‘THe TECHNICON” may also be hired at 8s. per month, and purchased 
by 12 monthly payments of 8s. each, or 6 monthly payments of 15s, each. 
_ In all cases of hire or hire-purchase a preliminary deposit of £2 is 
required. , 
Ca. riage to be paid by the hirer. 
Sore Acents: AUGENER & CO., 86, Newgate Street, London. 


CLAss SINGING SCHOOL. Compiled by 


H. HEALE :— Net. 
No. 
6793 Complete “a 
Or in Single Books : 
67934 Book I., with Songs by Reinecke, Kucken, Weber, Concone, 
: &c. Contents :—The Stave, Clefs, &c, The Natural Scale, 
The Notes. Time. Exerciseson Time :—Simple Duple Time ; 
Simple Triple Time ; Simple Quadruple Time ; Compound 
Duple Time ; Compound Triple Time ; Compound Quadruple 
Time ; Syncopation : Triplets ko se ie * se 
67936 Book IJ. Major Scales :—Exercises, Solfeggi, and Songs, by 
Abt, Gurlitt, Reinecke, &c., in all Major Keys, 1 part ic 
6793¢ Book III. Minor Scales :—Exercises, Solfeggi, and Songs, 
by Beethoven, Concone, Mendelssohn, Schubert, &c., in all 
Minor Keys, 1 part .. ie - - es <s as 
67934 Book 1V. Intervals, Chromatic Scale :—Exercises, Solfeggi, 
and Songs, by Kucken, Reissiger, &c., in 2 parts. Exercises, 
Solfeggi, Rounds, and Songs, by Abt, Hayes, Heale, Rossini, 
Weber, &c., in 3 parts. Rounds and Songs, by Purcell, 
Gounod, Heale, &c., in 4 parts rs by 3 aE a 
Preface.—The object of this work is to supply for the use of Sing- 
ing Classes in Schools a text book, containing 5 that is necessary to 
impart a thorough knowledge of sight-reading and part-singing, and 
suitable for the most elementary as for the most advanced classes, 
thus obviating the necessity of obtaining Exercise books and Son, 
books separately. This has been done as concisely as possible, al- 
though the nature of the work renders it impossible that it should take 
avery small form. It has therefore been found advisable to divide it 
into 4 books, to be used consecutively, one replacing the other as the 
class becomes more advanced. The rst book inciodes di 


- - - oe - - 


EORGES PFEIFFER’S CEUVRES CHOISIS 


POUR PIANO 4 € 
1. Mazurka sentimentale. Op 96 ae” ee eek mes 3- 
2. Valse appassionata. Op. rio ... ‘ite one oun 4—- 
3.  Styrienne. Op. 112 oe se me ove <e - 3 
4.  Gigue dans le genre ancien. Op.77... 9.0 see tee twe 
4a. Gigue. Op. 77. rangée pour Piano A quatre mains .. «.s 5 — 
46. Gigue. Op. 77. Arrangée pour Orchestre, (Edition No. 7075). , 

Let 2 

5. Mazurka capricciosa. Op. 114 a eee ose or) ow > 
6. Cinq Morceaux mélodieux. Op. 116 a sin San: 
6a. Absence. Op.116. No.r .. ove sie ove ove « +2 
65. Retour. Op. 116. No.2 a oh) ey el t— 
6c, Aspiration. Op.116. No.3 .. oo ‘e ove seo an oe 
Ot. Agitahen, Oo.236. No.4 ac ao a0 > oe. oe we Gm 
6e. Comédie Italienne. Op. 116. No.5 cin, ae 26 


London: AUGENER & CO., 86, Newgate Street, E.C., 
and 1, Foubert’s Place, W. 


JUST PUBLISHED. 


PM pict DU JEUNE PIANISTE. Par C. 
EscHMANN-Dumur. Seconde Edition, revue et augmentée. Price 
net, 5s. 
' London: AUGENER & CO., 86, Newgate Street, E.C., 
and 1, Foubert’s Place, 


EITERE MUSIK AUS DEN WERKEN 
BERUHMTER MEISTER. 1 Vol., 4to, net, 3s. 


London: AUGENER & CO., 86, Newgate Street, E.C., 
and 1, Foubert’s Place, W. 


R. WALTER BROOKS, Composer and Teacher 


of Music, begs to announce that he is open to give Pianoforte and 
Singing Lessons in a High-class School. Private Pupils also received and 
visited.—For terms, &c., address, Atherstone House, Gladys Road, West 
Hampstead, London, N.W. 


NEW MUSIC. 


NIELS W. GADE. Third Sonata, Op. 59, in b flat. For Violin s.a- 
and Pianoforte o* es as os es 66 ia co << 2 
— Volkstanze (im Nordischen Character). For Violin and 
Pianoforte _.. - oe ee “ + ec re = 
JULIUS WEISS. Violin School. Op. 105. English Words. 129 
Folio pages .. ae ~ ms ee oe sn eS a 
BECKER, ALBERT. Quintet in & flat, for Pianoforte, 2 Violins, 
Viola, and ’Cello. Op. 42. Score and Parts “ .. Price 28 - 
London: AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert’s. 
Place (opposite Conduit Street), W. 


M ESSRS. AUGENER invite Subscriptions for 
the New Edition of the Full Orchestral Scores of RICHARD 

WAGNER'S “LOHENGRIN” and “TRISTAN AND ISOLDE,” 

now being published by Messrs. Breitkopf and Hiirtel. Each work will be 

issued in 12 Parts at 10s, each. Parts I.—VI. now ready. Subscriptions. 

received, 

AUGENER & CO., 86, Newgate St., E.C., and 1, Foubert’s Place, W. 


EW and COMPLETE EDITION of the World- 
famed WALTZES by JOHANN STRAUSS. (Edited by his 
son, Johann Strauss.) 6d. 
150 Waltzes. in 25 Parts ‘i ‘a si .. (each,net 135 
Parts I.—XII. now ready. Subscriptions received. 
AUGENER & CO. 86, Newgate Street, E.C. and 1, Foubert’s Place 
(opposite Conduit Street), W. 


ISS ANNIE E 
FAVOURITE 


























ARMSTRONG’S 


SONGS. 
A Lost Chord .. ‘ we ee ee ee ee 


on 
x 


‘ a x 

Barcaruola. Canzone— 
No, 1, in F RS ye ie ste oe = “wi a 
No. 2, in E flat .. ee eo ee a <i “or oes 
Dormi o Figlio. Romanza os oe ee oe a 
Bringing Home the Hay .. ee ee oe “ ~ —* 
Harmony oe os ee se és ae Se a 
gute cone er oe oe os as as oe se, J © 
oyal Heather oe oe oe ee oe oe 4° 
True Hearts .. ve oe oe * ve ‘ ~ “© * 

Avcenger & Co., 86, Newgate St., E.C.; & 1, Foubert’s Place, W., London, 





instruction (staves, clefs, notes, natural scale, &c.), with exercises and 
songs faiiliarising the pupils with all time signatures. The 2nd book 
treats of the —— Scale, and contains songs and exercises in all 
Major Keys. The*3rd book treats of the Minor Scale, and contains 
songs and exercises in all Minor Keys, The pupils are thus made 
acquainted with a// Key-signatures, which I hold to be an important 
point. h gh rud y k led, having been thus 
acquired, the 4th book contains exercises, solfeggi, and songs, for the 
cavag = of music in 2, 3, or 4 parts. Several canons and rounds have 

m introduced, as this is the simplest form of part-singing. The 
music for each voice being identically the same, the whole class 
practises the round as a song for one voice, before using the parts 
in combination, 


London : AUGENER & CO., Newgate Street and Foubert’s Place, 








FOLIO EDITIONS OF THE 
ONATAS of Beethoven, Haydn, Mozart, &c. 
New’y revised and fingered by E. Paver. Each Sonata from 2s. to 
See Augener & Co.’s Catalogue of Sheet Music 
FOLIO EDITIONS OF THE 
ONATINAS of Reethoven, Clementi, 
Kuhlau, Mozart, J. Schmitt, &c. Newly revised and fingered 


(English) by E. Paver. Each Sonatina from 2s. to 4s. See Augener & 
Co.’s Catalogue of Sheet Music. 


6s. 





Dussek, 
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AUGENER & CO.'S EDITION No. 88304 bc. POFuLan VOCAL DANCES. 
TANDARD ENGLISH SONGS. Edited, Re- 
vised, and the Words partially re-written, by W. A. Barrett. The CH. GOUNOD. oa ae from sana Vocal 


Accompaniments arranged by Dr. Stainer, Dr. Martin, Mr. Henry Gadsby, 
=. A, J. Caldicott, Mr. Burnham Horner, Mr. Joseph Barnby, and the 
itor :— 

8830a Book I. No. 1—22 ee ee 
CONTENTS— 
Boyce, Wm. Heart of Oak. 
Hook, James. My Friend is the Man I would Copy. 
Geary, T. A. The Glasses Sparkle on the Board. 
Jones, Robert. ‘Tell me, dearest, what is Love ? 
Blow, Dr. John. To Phillis. 
By a Lady unknown, ‘Ihe Banks of Allan Water. 
Eccles, John, Let the Daring Adventurers, 
. Braham, Joho, The Anchor ’s Weighed. 
‘ Mazzinghi, Count Joseph. O Sing, Sweet Bird. 
. Hook, James. ‘the Lass of Richmond Hill. 
Linley, Thomas. Here's to the Maiden of bashful fifteen. 
. Arne, Thomas Augustine, Rule Britannia. 
. Carey, Henry. Sally in our alley. 
. Traditional. The bailiffs Daughter. 
. Traditional, Cease your Funning. 
. Carey, Henry. The Contented Farmer, 
Davy, J. ‘The Bay of Biscay. 
. Beethoven (?) Those Evening Bells. 
19. Horn, C, E. Cherry Ripe. 
20. Bishop, Sir H. R. Home, Sweet Home. 
21. Paisiello, Giovanni. Hope told a nun Tale. 
22. Rodwell, G. H. Return, O my Love. 
Book II. 22Songs. No. 23—44 . 
23. Loder, E. J. The Brave Old Oak. 
24. Nelson, Sydney. The Rose of Allandale. 
25. Balfe, M. W. When I beheld the anchor weighed. 
Rodwell, . H. The Wind and the Beam. 
27. Rodwell, G. . H. Violets. 
28. Kitchener, Wm. The Barefooted Friar. 
29. (C. 1770). The Invitation. 
30. Storace, S. Peaceful Slumb’ring. 
31. Weldon, J. Let ambition fire thy mind. 
32. Linley, ‘I’. Young Lubin. 
33. Jones, Robert. Love in Jealousy. 
34. Dibdin, C._ The Last Shilling. 
35- Danneley, J. F. Qu-en of every Moving Measure. 
36. Dibdin, C. Bright Gems. 
37- Attwood, J. The Cock is Crowing. 
38. Traditi nal. Near Woodstock Town. 
39. (1775). My |! odging is on the Cold Ground. 
40. Shield, Wm. ‘Tell her I'll love her. 
41. Arnold, S. The Downward Look. 
42. Bishop, Sir H. R. The Pilgrim of Love. 
43. Nathan, J. Why are you Wandering here, I Pray. 
44 Stanley, U c j. 1 Blind a 
Book III. 22 Songs. 
7th Century. The} Joliy Siitler. 
46. Harriet Abrams. Crazy Jane. 
17th Century. Come, Lasses and Lads, 
48. C. 1700, The British Grenadiers. 
Colonel R. Mellish. Drink to Me Only. 
50. Richard Leveridge. The Roast Beef of Old England. 
5r J.P. Knight. Rocked in the Cradle of the Deep. 
52. Alexander Lee. The Soldier’s Tear. 
53. M. Kelly. The Woodpecker. 
Charles Dibdin. Tom Bowling 
55. Josiah Ashley of Bath. Poor Teo the Marine 
56. Sydney Nelson. Mary of Argy'e. 
57. William Reeve. In the Downhill of Life. 
58. Chas. E. Horn After many Roving Years. 
59. Stephen Storace. ‘Ihe Beggar Girl. 
60. M W. Balfe. Then You’lf Remember Me. 
61. M. W. Balfe. 1 Dreamt that I Dwelt in Marble Hal's. 
62. George Alexander Hodson. Poor Bessie was a Sailor’s Wife. 
George Herbert Rodwell. ‘The Beautiful Maid of my Soul. 


H. Phillips. Woman. 
65. William Michael Rooke. My Boyhood’s Home. 
Nymphs and Shepherds. 


22 Songs. net ro 


ae oe ee 
OMY ANSYW NM OO SCY ANP WP o 


8830¢ 


66. Henry Purcell, 


6128 A Transcription of Book I. for Pianoforte So!o by Corne- 
lius Gurlitt .. net I 0 
6915 


A Transcription of Book I. for Pianoforte Duet by Core 
lius Gurlitt .. ° net 4 


_Avcenze & Co., 86, Newgate Street, E. eK anit 6 F ubert’ s Place, W. 








MEssrs. AUGENER & CO. beg once more to point 
out that their Sole Addresses are :— 


City: 86, NEWGATE STREET, E.C. 
West End: 1, FOUBERT’S PLACE 
(Opposite Conduit Street), W. 


All Communications should be addressed as above: 


Cheques and Post Office Orders should be cr aed 


Ms Coan. 1 Bank of London.” 





Waltz... 4 0° 


S. GLOVER. The Fairy Cun Quadrille. A Musical 
” Recreation for the Drawing-rooin, ee of two 


songs, duet, and two choruses « @¢ 
No. 4100. M. LEE. May-Day. (Gavotte de ~~ xv) ~ 
ranged for 2 Fema'e Voices by B. Liitgen net o 6 


London: AUGENER & CO., 86, Newgate Street, E.C., 


and 1, Foubert’s Place, W. 


Gysr AV MERKEL’S ORGAN SCHOOL. 





Practical Instruction for thoroughly acquiring the Art of Church 
Organ teal Dass 177. Translated and edited by Joun 
WHITE... ane ons eve Price, net 6 o 


London: AUGENER & CO., 86, Newgate Street, E.C., 
and i, Foubert’s Place. 





[NNO ALLA SANTITA DI N.S. PAPA 
LEONE XIII. Posto in Musica dal Maestro Cav. Gaetano Capocci, 

sopra Versi del Prof. Benedetto Prino. (Performed in the presence of 

His Holiness, Pope Leo XIII., at the Celebration of his Sacerdotal Jubilee.) 


Vocal Score, with Italian Words, net, 6s. 


AUGENER & CO., 86, Newgate Street, E.C.,and 1, Foubert’s Place, 
London, W. 





AUGENER'’S EDITION. Nos. 9801-3. 


S. BACH’S ORGAN WORKS. EDbpiTeEp sy 
° W. T. BEST. 
No. 9821. Vol. I. 6 Preludes and Fugues... « ee met 3 0 
(No. t in c, 2 in G minor, 3 in D, 4 in E minor, 5 in F 
minor, 6 in G.) 
No. 9802. Vol. II. 6 Preludesand Fugues .. 9 net 4 0 
(No. 7 in c,8 in A minor, 9 in D minor, ro in G, 11 in 
C minor, 12 in £ flat ** St. Anne.”) 
No. 9803. Vol. III. 6 Preludes and Fugues ‘a « mt 60 
(No. 13 in c, \4 in c minor, r5 in A, 16in B p minor, 17 in 
Cc minor, 18 i in E minor.) 
London : AUGENER & CO., Newgate Street, E.C, 
and 1, Foubert s Place. 
| ) SILAS. PIANOFORTE WORKS:— 
. s. d. 
Op. 53. La Navicella. Notturno ... << ow <0 wo 3 O 
Op. 47, Florida, Caprice ... ove see “i - ae wm ee 
Valse oe . ese eee eee eee on eee « 3 0 
Francesca Polka ose 3 0 


AUGENER & CO., 86, + then Street ue ly Sunes Place, 








UGENER & CO”S NEW CATALOGUES, 





SHILLING MUSIC CATALOGUE, containing soo Volumes of 
** Augener’s Edition” which are sold at net 1/- each. 
A NEW AND COMPLETE CATALOGUE (32 pages) of AUGENER 
& CO.’"S CHEAP VOLUMES is now ready and may be had gratis 
on application. 


UGENER’S EDUCATIONAL CATALOGUE 
4 of VOCAL and INSTRUMENTAL MUSIC, containing Instruc- 
tion Books, Exercises, Studies, and Elementary Works, designed for 
teaching purposes. Gratis on application. 
AUGENER & CO., 86, Newgate Street, E.C., and 1, Fouber:’s Place, 
London, W. 
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DVARD GRIEG’S COMPLETE WORKS. IN AUGENER'S EDITION. 
onieintiies * OCAL DUETS ror FEMALE VOICES. 
‘ yl With Pianoforte Acc iment. Suitable for School Use. 
1930 Op. a eae ay og for String Orchestra. Score .. net 2 2] yy . x As marae ica alae Pe hee e 
rchestrai Parts net 3 4 ‘gets 
i 1931 Op. 40. Aus mre Zeit. Suite for String Orchestra. as ABT, Ss F nghtalle part Songs... A: Fes oe sha ja 
f ee aa | ngs .. att dca | vase cas geg: ae 
' Dichesal Pare ‘ ‘ ca 8951c ——_ Songs of scdant and Field. ‘I'welve Poems by Rev. 
rc. es ral Par a ove eee net R. H. Cave .. os 
lhe PIANO AND ORCH ESTRA. 89612 —— Buds and Blossoms. Twelve Poems ‘by Edward Oxenford 1 — 
Op. 16. Concerto in A minor. Score be Se < mee 8961e —— Songs of Summer-time. Twelve = “7 Edward 
Orchestral Parts .. 16 — os seh ae eee ase lass 
6141 Piano Solo, with Orchestra in ‘Short Score, which can be ‘played : (as e Return of Spring . a = 2 
on a Second Piano... pies = 61432 — The Woods, the oods eco at ine per — 3 
4053 =—— BoatSong... 2 rennet tte — 3 
CHAMBER MUSIC. 4054 —— Easter Song ate eee. Se yak — 3 
Op. 27. ir Quartet in G minor. Score wwe Met. 7-«6 | 4055 —— The Swallows’ Farewell ne = 4 
Par ww. «=6onet 8 — | 4056 —— the Jey oy ee oo coe pe ose ww — 3 
1340 Op. 8. 1. atmo for Violin and Piano, in F major we = Met 2 «2 | 4957 ie Joys of Lite oe we 4 
iy 7422 Op.13. 1I1.—Sonata for Violin and Piano, i in G major .. net 2 — | 8960 ANDRE, A A. Six Two-part Songs for Treble Voices ... a“ 
" 2414 Op. 4s. I1I.—Sonata for Violin and Piano, inc minor.. net 3 3 | 4963 BRAGA,G. The Angels’ Call. Arranged by H. Heale | ... — 4 
; 2210 Op. 36. ‘Cello Sonata. Angel for Violin and Piano wy 8962 BRAHMS, J. Three Duets for Contraltoand Soprano. £.&G. 1 — 
ETRI # 3 3 | 4°73 GOT — Slumber On. Cradle Song. Arranged by 
2176a No ischer Braut ¢ A d for Violi nd « Fleale ase a 
im 7 "Piano by  Brautzug. amnival. Arranged for Violin and 1 8| 4075 GOUNOD, C. The Elfs Trip. Arranged by H. Heale |... — 3 
one Lieder. Arranged for Violin and Piano by SauRET. | 2°Books 4076 — i. Guardian 4 Angel (Lange gardien). —,, 4 
c each net 1 8 eale ” or. Ss @ 
, Op. 13.__ II. maha saa Arranged for ’Cello and Piano 4°77 —— Broken Reeds. ‘Arranged by H. Heale " no | 
by Fr. Herma a4 wes nee vee 11 — |*4078 —— Serenade. ems by H. Heale... — 4 
2157 Op. 36. Sonata for’ "Cello and Piano owas Mets 3, | 402 eng — (pi eae ae. tid.) = 
4002 —— We'll go a-Maying (Piano/orte Mi — 3 
PIANOFORTE SOLOS. 4003 —— The Rovers (Pianoforte ad lib.) tes — 4 

1963 Op.1. Four Pieces __... Sa ee ee a a, ee —— Drifting (Pianoforte ad lib.) ... sé — 3 

1353 Op. 3. Poetic Tone- Pictures ee aot os ooo «6 OE se | as When Golden Stars (Pianofor te ad lib, Dh sts — 3 

1139 Op.6. Humoresken .., “- wa ius ove ee met xr ri} 4006 —— — Behold the Dawn (Pianoforte ad Lib.) on — 4 

6140 Op. 7. Sonataink minor ... aad oes eu oo 6st Cs «CG an? KOCKEN. Vocal Duets... és ~2— 

1269 Op.12. Lyrische Stiickchen, Mek i... ooo woe MERE 2-2) CD7AD ‘ook I. Nos, 1 to 6.—Book II. Nos. 7 tora... each 1 — 

6141 Op. 16. Concerto in A minor net 2 6 8970. "MENDELSSOHN, F. 16 Two-part Songs. (Pauer) £.&G. 2 — 

1482 Op.17. ‘I'wenty-five Nordische Tanze und Volksweisen net 1 1 | 897 Book I. Nos. 1 o2 .—Book II. Nos 8to16... each 1 — 

1270 Op. 19. Aus dem Volksleben ‘ ip - 2 2.8 og "REIN ECKE, C. The Mill (Die Mithle). Arranged by H. 

2153 Op.19. No. 2. ee Brautzug.. ~~ ww £8 8 3 Heale .. &. & ¢ G.— 3 

1470 Op. 24. Ballade ia me we = net_ «ot «8 | 89726 —— Rataplan (Rataplan). Arranged by ‘H. Hele E.&G. — 3 

1870 Op. 28. Album Leaves. a net x 8 | 8972e —— Sir Spring's Concert (Frithlings-Concert). wer 72 y 

1871 Op. 29. Improvisatas on two Norwegian Popular Songs net xr 8 . Heale £.&G. — 3 

2150 Op. 38. Lyrische Stiickchen. Heft II. we =net £ 8 | 8972¢a —— Barcarolle (Das Schifilein). Arr. by H. Hele £.&G. — 3 

21sr Op. 40. Suite in Five Movements .. ee net 1 8 | 8972e —— Snowwhite (Schneewittchen). Arr. by H. Heale £.&G. -—- 3 

2152 Op. 41. Klavierstiicke nach eigenen Liedern. Two Books 8973 RUBINSTEIN, A. 18 Vocal Duets _ ... £.&G.2 6 

a,b each net 1 8 | 8973a4c — Book I. Nos. 1 to 6.—Book II. Nos. 7 to 12.—Book IIf. 

2154 On 43. Lyrische Stiickchen. Heft III...  .. .. met xr 8 Nos. 13 to 18 -. each 1 — 
Albumblad in Bmajor ...  .. coe noe ve tee wee SE | AZZ == The Angel (Der Engel). "Revised by H. Heale Z.E°G. — 4 
Andante inc major... at ove wn ove io ss 3 | 4122 —— Wanderer's Evening sa (Wanderer’s Nachtlied). Re- 
Marche funébre in Aminor ... 9 4. ese wwe ee ss MCE — «6 vised by H. Heale... eee — 4 
Minuet in £ minor sie one sae oe _ = wee 3 — | 4123. —— The Night (Die Nacht). ” Revised by H. Healé |. — 4 
‘ PIANO DUETS. $678 —— F. Hark! hark! the Lark. seit? by H. . 

6922 Op.11. Fantasia _ me ooo (one ooo uo wt 2 6 a, th 

1439 Op. 14. Symphonic Pieces ... ‘on wee ove oe «net xr 8 8978 —_— HERBERT. Songs « of the Year. "Op. 36. se? aide 

1483 oe. 22. Se ERE ag tebe sem > oh)! tab net 1 . 8778ab Books 1 and Il... Kio phage i —- aie 

1484 . 23 usic to “* Peer Gyn —— , «o, aa 2 : ¢ = 

2419 Op. 34. ‘Two Melodies “ oot ae, - ma eS a - welve Two-part ‘Songs. Op. 18. atwelve Nes. oneh 4 

2056 Op. 35. Norwegian Dances .. ove eee ove oo. met 2 8 6 Summer Dreams 4, Soft Western Wind. 

2156 Op. 37. Valses-Caprices sie - ove on O88 8 § 6 Heck} the Songsters. ‘ Seensed Zephyrs. 

a re Crest /aves. e Bats. 
TWO PIANOS, e The Slave Girl aad the Bird. 2 Fade not Yet. 

6141 Op. 16. Concerto in a minor. Score Copy fa ee ae J In Twilight's Hour, m Early Morn, 

VOCAL MUSIC. SONGS FOR THE YOUNG, with English Words and 
With Orchestra Pianoforte Accompaniment. Revised and Partly Arranged by H. Heale. 

1929 Op. 31. Landkennung, fiir Mannerchor, Bariton Solo, und SECOND SERIES—Two-part Soncs For TREBLE VoIcEs. 
my Somme words.) Full Score... ooo net 4— 8980a Twelve Two-part Songs by Abt, Taubert, and Reinecke I- 
Orchestral Parts... wie A i aded a. net ro — | 8979@ ‘The same, Tonic Solf-fa Edition. Edited by W. G. McNaught - 6 
Voice Parts nr Mt ee | Seams by Brahms, Kucken, and Abt ‘ r- 

2085 —— Ditto. Vocal Score ... .. met x 8 | £9796 ‘The same, Tonic Sol-fa Editisn. Edited by W. G. McNaught - 6 

Op. 32. Der Bergentriickte, fiir Rariton Solo, Streichorchester, 8980c Six Two-part —— by Mendelssohn, Rubinstein, and Heale.. 1 - 
und 2 Horner. (German, Norwegian, and Danish words.) 8979¢ The same, Tonic Sol-fa Edition. Edited by W. CG. McNaught - 6 
Full Score.. ar ae ae:t(CMA’ 2: | 8984 TAUBERT. Cradle Song. Arranged by H. Heale. £.&G. — 3 
Orchestral and Voice Parts ... as ae ow» mt g 6 8982a —— Good Evening (Guten Abend). Arranged by H. Heate 
--— Ditto. Vocal Score . net 2 0 &.&G. — 3 
2264 Op. 42. Bergliot. Melodramatic Declamation, with Orchestra. 8982 —— Cradle Song (Sonne hat sich mild gelaufen) E.&G, — 3 
(Norwegian and German words.) Full Score «net 8 o | 8982¢ ——]{ The Artful Hedge Sparrows (Von listigen ee 
Orchestral Parts .. ae re Arranged by H. Heale ... =F 
2263 —— Ditto. Vocal Score... .. ws wee met 2 2 | 895t WEBER, F. The Family Singing Book. wats seer 
Songs and Duets ... L.&G, 2— 
For Female Voices. 8951a ‘The same in ‘I'wo Books ove each Ii 
Op. 28. ce oy ps fiir Solostimmen und Frauenchor. 4150 WEKERLIN, J. B. The Daisy. "Arranged by H. Heale ... — 3 
yet Ry “ pi _- a: rs “ i: +e 4 London : AUGENER & CO., Newgate Street and Foubert’s Place. 
Voice Parts, together we ee coe hip is oe 
ge eal INSUTIS SONGS OF THE FLOWERS. 
i ; . Twelve Two-Part Songs for Treble Voices. Words by Edward 
Op. 30. Album fir sera eeiged’ Pn words. ) ~~ 2 g | Oxenford, Illustrated with portrait of Composer. Price, Old "Notation, 
é For One Voice, with Piano. 1s, net; Sol-Fa, 4d.—MgTHven Simpson & Co., Dundee ; Patsy Wituis, 

2158 o> 2. yo Lieder nC Alt. (German words) . ws te «© London. 

1960 . 10, Romances, rman words) .. net 1 8 ‘ 

2162 Ich mr Naan Songs, No. 13. (German and French words) net 1 1 ONATSBERICHT.—A Monthly List of all 

= ee YY Five Vols., — wad Songs. yo ere oi new Musical Works published in Germany can be had of Messrs. 
= Py AuGENER & Co. Subscription, 1s, per annum, post- paw. Single copies, rd, 





London: AUGENER & Co., Newgate Street and Foubert’s Place. 86, Newgate Street, 
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NTI Q UARIAN MUSIC ae ee ae ay: ate (Continued). s. d. 
AN © SECONDHAND voLUMES: “see en 
Some of them oniy slightly damaged. - ” 6 a 10 Celli aad Bassi 4 ‘ 3 6 
Sold for cash only. The Prices marked are net. No discount. p00 10, 11, 15 a and 20. Piano Dane of a ~ 3- 
N.B.—Of the following Lots advertised on page 95 (Aprit Number of 3) 100. 11, Piano and Orchestral Parts... ‘ ein ~~ o— 
ReEcorp) there are yet Copies left :— 101. 14and 18. Piano and Orchestral Parts ... +. each 1 
‘Full S :N 6 d , 
yack aL ies oe ania stant MOZART’S CEUVRES FOR PIANO AND VIOLIN. 
sane Ss 425 455 “iy : (Original Oblong type Edition.) 
(Continued from page 95 of April Number.) 102. Vols: 4, 11, 15, 16, and 17. a 
» Net Cash. ” . . ’ , @ eee oe eee oe eee - 
I.—SYMPHONIES.—Full Orchestral Scores fed » 103. 1r and 17 a teed 
Lot sr. ANDRE. Grand Symphony. Op. 25 sea 3— ; CHAMBER MUSIC. 
» 52, BACH, J. S. Symphony for 2 — Viola Bass, 104. BEETHOVEN. String Quartets, cymplete, bound in 
2 Oboes, Bassoon, and Organ... ~« =p ” Vols hott) y 
» 53 HOFMANN, H. “ Frithjof” Symphonie. “Op. 220 es 5 105 HAYDN. yon Serlag Qeareees in 4 Vols. (Holle) Y 
» 54 eg ge BARTHOLDY. rere Symphonie. 6| ” 106. MOZART. Quartets and Quintet Sundries, 1 parcelof1}” 2— 
ye ‘ es OD E88 « 8 » 107, RHEINBERGER. Piano Quartet (Up. 33) ine flat... 2 6 
” = a Feng mphonc. Op. 116 se oe ST 108. BEETHOVEN. Piano Trios and Quintet. Complete in 
a fe rdisches und Gittliches.” Op. raz oe oo So 5 Vols., Folio. (André, net 30s.) «. . oe wm o 6 
11.—OVERTURES.—Full Orchestral Scores. ee aes ote rman Prcee Baltion (Holle). > 6 
. ‘ a i » 110. Hé N. 31 Piano ‘lrios, Complete, 3 Vols. olle)... 7 
9 57+ pp aia ber = 5? t 6} | war. —— Piano ‘Trios. 6 Books. (Holle) < : «8 «Oe 
» 58 ED : oar anal Ss 2s 1 6] | x12. MOZART. Piano Trios. sername (Breitkopf ’s 
» 59 GOETZ, H. “ Fr-ncesca von Rimini” 1 6 Red Folio Edition) _ 
», 60. HOLSTEIN. “Die Hochliinder” r 6 113. BEETHOVEN. S > 7 ; 
: ieee so 893 onatas for Piano and Vv ‘clin, V telenestio, 
” 9 cian pone Mag én oe r 6 &c. Complete in 4 Vols. Folio. (André) “wa 7 6 
oy 02. N. ipa bhp Logs a eee s+ 2 61 | a4. BEETHOVEN. 12 Violin Sonatas, &c., for Violoncello 
» 63. SCHUMANN, ROBERT. “Julius Ciisar.” Op. 123... 1 6 and Piano. Arranged by Franchomme ... ‘ «. 10 — 
1» 64. WEBER. “Jubel Ouverture.” Op 59. (Liszt)... 1 6] ,, 125. LEE, MAURICE. Perles du Jour, Nos. 1, 2, 3, & 4. 
IIl._FULL SCORES OF OPERAS, ORATORIOS, CAN- Viskeaselip and Fiat, we ewe wee 
TATAS, AND CONCERTED VOCAL MUSIC, all with| » 16 Pre ne re a eR 
Orchestra. », 117. Album pour Violin and Piano. 2 Vols. we t 6 
Lot 6s. ANDRE, A. Missa. Op. 43 ... se 7 6 PIANOFORTE DUETS (a 4 mains). 
» 66. EMMERICH. Huldigungs- Cuatiin, "Op. 46 2¢ » 118. MOZART. 23 Violin and Piano Duos, arranged for Piano 
» 67. —— Der Schwedensee, Oper, net £4... “am ¢ Duet. Folio. (Holle) “a sia ie 4- 
» 68 FISCHER. “ Meeres Stille und glitckliche Fahrt,” for » 119. SCHUBERT. Pianoforte Duets. Complete, 2 Vols sc 
Four Male Voices and Orchestra ‘i eco « 2@ » 120. SCHUMANN. Complete 4 Symphonies ... ‘ins wa 2 6 
» 69. FRANZ, F. H. Concert-Aria (Barbara)... ame a & @ 
» 70. HAGER. Concert-Air (Des Seemann’s Braut). Soprano. inher ipniae 
ee ee a” a a BACH, J. S. Le Clavecin bien tempéré. 2 Vols. «w 2 6 
» 7% HAYDN. “The Seasons.” Original Fol. Edition. 2 Vols. 17 ‘122, BEETHOVEN. Sonaten. Complete. Folio Edition ... 3 — 
”. 92&73. HILLER, F. Two Gesiinge for Mixed Chorus. 99 123 “ — Rondos, Variationen, &c. Complete, 4 Vols. 
Op. 148... oe each 1 — — y eS oe 7. 
» 7% HOPFER,B. ‘Friedrich Rothbart.” MaleChorus. Op.12 2 6| % !2 ——~ Symphonien, arranged Solow 2 6 
» 75. LACHNER, F. “Sturmesmythe.” Male Chorus. Op.112 1 — » 125. CLEMENTI. Gradus ad Parnassum (Tausig) 2 6 : 
» 76&77. LITOLFF. Scenen aus Goethe's “ Faust.” Op. 103. » 396, CORELLI. 12 Soles and Sonatas a6 
Nos. 2 and 7 = high aa », 127 MOSCHELES Complete Siudies (Op. 70) 2 6 
» 78 MENDELSSOHN. “ L. chgeang,” ” Symphony: Cantate. », 128. MOZART. Sonatas. Complete, Folio - 2 6 
Op. 52. Folio ... a 10 64° 129% 2 Vois., Folio. (Breitkopf) .. 5— 
79. —— “Festgesang an die Kinetler, ” Wiis Chien. “Op. 68. — » 1330. SCHUBERT. 29 Piano Solo Works. 2 Vols. _Folio 2 6 
», 80. RAFF. ‘‘ Morgenlied.’ Mixed Chorus. Op. 186a ... 2 - m 33% —— On otoge. 17 Books, Selo Werke. ay ol. a, 
» 8t. SCHUMANN. “ Das Paradies und die Peri.” Op. 50... 12 — » 33% SCHUMANN. Complete Plano Works. 4 Vols. act 
+, 82. —— ‘“ Requiem,” for Chorus and Soli. Op. 984 .. 2— 1» 133. —— 4 Symphonies, arranged... . = 2 6 
4) 83. —— “Der Rose Pilgerfahrt.” Chorus and Soli. Op. t12 7 t | °° 534+ WEBER. Sean Na ae 
+ 84. —— ‘*Der Kénigssohn.” Chorus, Soli, and Orchestra, ORGAN. . 
Op. 116... a a Co » 135 & 136 HANDEL-ALBUM. For Organ. Arranged by W. 
» 8 — ‘Des Singer's Fluch.” Chorus, Soli, &. Or.12g 5 — T. Best. 442 folio pages. 2 Vols., each .., oo an 
» 8c. —— “Vom Pagen und der Konigsiochter.” Chorus aud VOCAL. 
Soli. Op. 140 ... eee ose “ = 
. 8% —= “Das Glick von Edenhall.” Male Chorus and Soli. » 137, BEETHOVEN. bearing Lieder (also Scotch, with 
Op. 143... <i “a ‘di ur me wm oC Instruments) «+ - we I 6 
, 88. WEINWURM. ‘Deutsches Heerbannlied.” Male »» 138. MENDELSSOHN. 52 “Songs, English and German. 
Chores, Opi tic. sce ce no we wa ee Bound : 2 6 
yy 83 —— Frau Musika. Male Chorus. Op. mt a 1 6) + 139 MOZART. Complete 30 > Senge. English and Gamen. 
» go. ZWONAR. “Der Ritt zum Elfenstein.” Male Chorus. Bound wa  T 6 
Be Sit Wh. ebenorteteis aioe em 1—] » 140. CONCONE, 50 Leqons de Chant avec Piano we — 8 
» 14% SCHUBERT. Winter Journey (Die Winterreise). 
MOZART’S PIANOFORTE CONCERTOS, Complete oo ow 9 
(/n the Origina! type Edition.) » 142. SCHUMANN. Paradies ‘und Peri. Vocal Score... “ ~— a 
gt. No. 2, in amajor. Kéchel 488, Piano Part... - — 9 PORTRAITS. 
92. 4, in B flat major. Kéchel 450, Piano Part with - : : 
Guten, Congas .. i ’ gid » 14 Eight Portraits of Great Composers ... on ee oe F 6 
G| ,, 144. Five Portraits ” * < © we «wo 3 
on 4, Extra Parts, 7 Violins 1°, 7 Violins a, 9 5 Tenen, INSTRUMENTS 
8 Bassi a on . 
“— & in € major. Kachel 415, Sees ‘Part. 1 —| » 145. Technicon, or Pianist’s Hand Gymnasium ... ove 42 10s 
a Sh 7, in c minor. Kochel 491, with Urchestral Parts 2- London: AUGENER & CO., 86, Newgate Street, E.C.; and 
wo & 7, Ditto. Piano Part only... “ t= 1, Foubert’s Place, W. 











120 


THE MONTHLY MUSICAL RECORD. 


[May 1, 1888. 





OVELTIES 
Published before 
May ist, 1888, by 


AUGENER & CO., 86, Newgate Street, E.C., and 


N°? 


Publiées avant 





Foubert’s Place, London, W. (opposite Conduit Street). 
N.B,—Not connected with any other West End address. 





PIANOFORTE SOLOS (a 2 mains). 
ALLITSEN, F. Nocturne 


8036e BEETHOVEN, L. VAN. Symphony No. 5 in C 
minor (Op. 67). Arranged by E, Pauer net 
CLARK, SCOTSON. Sacred Melodies arranged in 
an Easy Style :— 
No. 1. How beautiful are the feet. 
Handel's ‘‘ Messiah.” 
2. He was despised. (From Handel's 
‘* Messiah.’’) 
3. But thou didst not ‘leave, 
Handel's ‘* Messiah.”) .. 
6113 DEL VALLE DE PAZ, E. Nouvelles Valses Mig- 
nonnes. (Op. 30) ove) Met 
GURLITT, CORNELIUS. 
(Op. 162.) No. rin A 
6183 HAYDN, ps anand No 2, " eliaageh by 
Max Pauer _... net 
KIRCHNER, F. Spinnlied Ceteing Seng (Op. 233) 
Poéme d'amour. (Op. 238) . 


KIRCHNER, TH. Neue Albumblitter. 


Edition 
Number. 


(From 


” (From 


Deux Valse. ene. 


eee 


20 Charak- 


teristische Stiicke. (Op. 49.) Bk. I. mn 
PFEIFFER, GEORGES, inepesit Morceaux mélodieux. 
(Op. 116) :— - 
a Absence 
6 Retour ... 


¢ Aspiration 
d Agitation is 
e Comédie Italienne 


PIANOFORTE DUETS (a 4 mains). 


HEALE, H. 6 Characteristic Pieces :— 
No. 3. Waltz 


4. Scherzo ... 
ORGAN. 


BENNETT, W. STERNDALE. Allegretto Semplice 
from Op. 17. No. 1, arranged by Arthur Fagge 


CAPOCCI, FILIPPO. Pezzi originali per Organo:— 


8742h Book VIII. (Entrata, Offertorio, Toccata, Melo- 
_ dia, and Gran Coro) ‘A net 
HANDEL, G. F. Seventh Organ Concerto, with 
Orchestral Accompaniment. Edited, arranged, 

and supplemented by W. T. Best :— 
6763 Complete ... as uss - ee =r Net 
6763a Organ Score net 

67636 Orchestral Parts ... 


VIOLIN AND PIANOFORTE. 


GURLITT, CORNELIUS. 
flocken) Short Pieces. 
No. 1. Humoreske 
2, Notturno ... , me a 
RITTER, W. 12 Short Pieces (Violin part in the 
First Position) :-— 
Bk. III. (For first, second, and third fingers 
only.) No. 6in C; No. 7, Styrienne in C .., 
Bk. 1V. (For all four fingers.) No 8, March; 
9, Gavotte ; 10, Intermezzo; 11, Romance ; 
and 12, Tarantella ae eve ; 


Snowflakes (Schnee- 
(Op. 164) :— 


net 


UVEAUTES 


le rer Mai, 1888, chez 


alalal 


ww 
| 


ool 


Www 


4-— 


Novelties —Continued— 
VOCAL MUSIC. s, 


ENGLISH SONGS (STANDARD). Edited, revised, 
the words partially re-written by W. A. Barrett. 
The accompaniments arranged by Dr. Stainer, 
Dr. Martin, Henry Gadsby, A. J. Caldicott, 
Burnham Horner, Joseph Barnby, and the Editor. 


8830c Book III. 22Songs (Nos. 45—66) net 1 — 
ConTENTS. 
45. wth Century. The Jolly Miller. 
46. Harriet Abrams. Crazy Jane. 
47. ae am Come Lasses and Lads. 
48. C. 1700. The British Grenadiers. 
49. Colonel R. Mellish, Drink to Me Only. 
50. Richard Leveridge. The Roast Beef of Old England. 
51. J P. Knight. Rocked in the Cradle of the Deep. 
52. Alexander Lee. The Soldier’s Tear, 
53. M. Kelly. The Woodpecker. 
54¢ Charles Dibdin. Tom Bowling. 
55. Josiah Ashley of Bath. Poor Joe, the Marine. 
56. Sydney Nelson. Mary of Argyle. 
57. Wil'iam Reeve. In the Downhill of Life. 
58. Chas, E. Horn. After many Roving Years. 
59. Stephen Storace. The Bexgar Gul. 
60. M. W. Balfe. Then you'll Remember Me. 
6t. M. W. Balfe. I Dreamt that I Dwelt in Marble Halls. 
62. George Alexander Hodson. Poor Bessi> was a Sailor’s Wife. 
63. George Herbert Rodwell, The Beautiful Maid of my Soul. 
64. H. Phillips. Woman. 
65. William Michael Rooke. My Boyhood’s Home. 
66, Henry Purcell. Nymphs and Shepherds. 
HEALE, WH. Love wakes and weeps. Serenade for 
a Tenor voice, with Pianoforte Accompaniment 4 — 
13640 ————— Merrily bounds the bark, Barcarolle. Three- 
part Song for Male Voices ... net — 6 
SIMPSON, F. J. Oh, come to the w wnt ~— with 
Violin obbligato eee ya 
SHARPE, HERBERT F. 12 : Ses Patt tenes he 
Female Voices. (Op. 18), 8vo:— 
89772 Scented Zephyrs ... net — 4 
89774 The Bats ... a net — 4 
89777 Fade Not Yet eee eee we. =«=6 Pet — 4 
8977 Early Morn ie oo. net — 4 
STROLLERS' SOCIETY (Dublin). Series of ° 
Quartets for Male Voices :— 
4860 Dewdrops. (R. Schumann) ... net — 3 
4861 Ne’er Lament. (R. Schumann) net — 3 


WEBER, C. M. VON. Though Clouds (Und ob die 
Wolke). Cavatina from ‘* Der Freischiitz,” ar- 
ranged for Soprano voice, with Viola or Violon- 
cello and Pianoforte vena by Professor 
F. Hermann ... a — 


AUGENER & Co., London: 

City Chief Office: 86, ‘Newgate Street, E.C: 
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